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Abstract 
 
This project investigates what can compel people to write and how a traumatic experience might 
influence a text. Choosing the genre of magic realism with respect to its frequent representation of 
trauma, a literary analysis of the short story “Super Frog Saves Tokyo” by Haruki Murakami has 
pointed out the employed literary techniques and what function they offer to the representation of 
trauma. It is concluded that the techniques employed by the genre, including literalization, 
normalization, matter-of-factness and defamiliarization, are effective for representing traumatic 
experience and in turn the function of the text. Concerning the main problem of the project, it is 
concluded that various factors can compel people to write, however a traumatic experience can 
indeed serve as motivation and inspiration for the writing process. Consequently, as observed with 
the analyzed text, the connection between trauma and text is conspicuous. Finally, it is proposed 
that the practice of writing has the possibility of influencing the quality of life of the writer as 
writing can be employed as a therapeutic tool. 
 
Danish Summary 
 
Dette projekt undersøger hvad der kan motivere mennesker til at skrive og hvordan en traumatisk 
oplevelse kan påvirke en tekst. Ved at undersøge genren magisk realisme i forhold til dens hyppige 
skildring af traumer, fremhæver en litterær analyse af Haruki Murakamis ”Frø redder Tokyo” de 
litterære teknikker som benyttes og hvilken effekt disse tilfører skildringen af traume. Det 
konkluderes at de af genren benyttede teknikker, bogstaveligt-tagelse, normalisering, 
selvfølgelighed og defamiliarisering, er velegnede til at skildre traumatiske oplevelser. På projektets 
hovedproblemstilling konkluderes det at mange forskellige faktorer kan drive mennesker til at 
skrive, men at en traumatisk oplevelse især kan fungere som motivation og inspiration for 
skriveprocessen. Som følge deraf, og som det observeres i den valgte tekst, er forbindelsen mellem 
traume og tekst påfaldende. Endelig foreslås det at det er muligt for et menneske der skriver at 
kunne påvirke sin livskvalitet, når det at skrive k
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1.0 Introduction 
 
What is it that compels people to be creative? Whether it be painting, composing music, sculpting 
or other, doing something creative is part of human nature. Although often utilized for practical 
purposes rather than for creative purposes, writing is no exception. Writing is a more 
permanent type of communication as opposed to speech, which is more transient (Albrecht 
2005:13). It can be argued that this is why mankind has managed to preserve a cultural 
heritage, which is reflected in the passion of many great authors for sharing their thoughts via the 
medium of the written word.  
In many societies the acquisition of language is usually accompanied by the instruction in learning 
how to read and write; a curricular demand and a mandatory part of growing up, as well as 
becoming fully integrated within a society. Mastering these skills is crucial when it comes to being 
able to fulfill the demands of society, and excelling at these gives in turn a certain cultural capital, 
to use a term coined by the French philosopher Pierre Bourdieu. But writing could not possibly be 
seen as an activity purely motivated by the pursuit of extrinsic rewards.   
Although it can be difficult to determine when someone is driven to write by intrinsic or extrinsic 
factors, the emergence of certain forms of writing such as diary-keeping, blogging, memoirs, 
demonstrate a certain inclination for people to want to write about what they experience and how 
they experience it. Writing offers the possibility of mediating thoughts, emotions, mindsets, ideas, 
personal philosophies etc. in a way that not everybody needs to hear about it, or at the very least, the 
possibility to edit one’s thoughts remains, if the writing is to be published to a broader audience. 
But surely not everyone experiences an inclination to write. One of the most common assumptions, 
when it comes to creativity, is that in order to produce a text, one has to have been inspired by an 
external factor. Inspiration is often presumed to be the prime force behind a writing process. But 
what is inspiration and where is it to be obtained? Are some people more inspired than others? And 
how could this come across in texts? In some cases it does seem to be a certain need that makes 
people want to express their inner life in a written form.  
In addition to this, writing is also utilized in modern therapy as a way of dealing with psychological 
issues. In this form, writing is a helpful tool for personal development and self-help. Various writers 
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throughout history are known to have suffered from different types of mental problems, and to have 
been incited to write by being “inspired” by their suffering. From this it is reasonable to assume that 
writing fulfills some kind of purpose, conscious or subconscious, for the writer in dealing with a 
complex inner life or experience.  
Following this train of thought, it would be interesting to focus on the psychological aspects of a 
writing process. This project, however, will look at the connection between writing and personal 
development from a more philosophical aspect and look into how writing could potentially 
influence the quality of one’s life after a difficult life experience. For this purpose, writing 
influenced by a certain trauma in a writer’s life will be at the center of the investigation of this 
project. A main point of departure will be in the genre of magical realism, as it is a genre in which 
the authors often deal with traumatic experiences. No genre discussions will be conducted but it will 
be investigated how the genre of magic realism relates to the theme of trauma and what devices 
enable such a depiction. Here it will be taken into consideration how the genre can be defined and 
how this relates to the concept of mode. 
With these considerations in mind, this project poses the questions – what can compel people to 
write and how might traumatic experience influence a text? 
 
1.1. Problem Definition  
 
This project aims to gain an understanding of what can compel people to write by investigating the 
influence of traumatic experiences in a persons’ writing. We intend to explore the process of 
reflecting upon traumatic experience through writing, discussing related concepts such as literary 
techniques and inspiration. Looking into magic realism we intend to analyze a chosen short story 
from the collection called “After the Quake” by the Japanese author Haruki Murakami. This is done 
in order to discuss his relation to magic realism and how his own as well as his nation’s trauma is 
portrayed in his work. In turn we will philosophize about the relation between traumatic 
experiences in a writers’ life and the writings he or she produces and how this can be conveyed via 
literary elements. Finally, we wish to theorize about how writing might influenced the quality of a 
person’s life after having expressed certain difficult experiences in a written form.  
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1.2. Research questions 
 
- What can compel people to write and how might a traumatic experience influence a text?  
-  Why does the genre of magic realism often reflect traumatic experiences? 
-  In what ways can writing about trauma influence the quality of the writer’s life? 
1.3. Aim 
 
Via asking the questions of why people engage in creative activities, we aim to gain a better 
understanding of the functions of these practices and how they can be recognized in the process of 
writing. We also aim towards discussing if this process described in the flow theory could actually 
contribute to one’s quality of life, especially when dealing with a traumatic experience in the form 
of writing.  
Furthermore we hope to gain an insight in how magic realism functions focusing on how the genre 
can be used as a mode in other genres. Hopefully, this will show us if magic realism can be present 
in various texts and not just the ones rooted in magic realism.  
 
1.4 Methodology 
 
In order to identify literary techniques used in writing, we have chosen to focus on the works of 
Haruki Murakami as a way of explaining how traumatic inspiration can be present in an author’s 
life. 
We have chosen the genre of magical realism as a mediator of trauma in order to be specific about 
our investigations of writing as inspiration. Magical realism is a genre within literature where the 
concept of what is understood as reality is challenged by an element “magic”. The presence of 
magical elements is accepted as natural part of the reality of the characters within the story. A 
common technique within this genre is reshaping real life events into a “magical” alternative reality. 
It is said that this has been a way for the authors of this genre to cope with possible traumatic 
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experience that is being dealt with in the form of writing. “The traumatic imagination accounts for 
the relative prevalence of magical realist writing in postmodernist fiction. As a singular 
phenomenon of postmodern aporia, magical realist texts can write the silence imposed by trauma, 
and convert it into “history,” as explained in a book by Eugene Arva called “The Traumatic 
Imagination”. This technique can also be compared to the literary concept of defamiliarisation, 
which will also be elaborated on in this project. 
 
For the purposes of this project we will be analyzing chosen short stories written by Haruki 
Murakami. His use of the magical elements in magical realism will be explored, as well as how his 
chosen literary techniques may have subsequently influenced the hidden meaning behind his 
writing. 
 
1.5 Motivation 
 
In our previous project, we worked with how a fictitious genre might influence the everyday life. 
This project has motivated us to expand the investigation to the practice of writing, asking the 
question of what can compel us to write and why we do this. Having ’crisis’ as this semester’s 
theme we found it interesting how these traumatic occurrences can influence people on a creative 
level. To do this we wanted to investigate a literary approach and a genre which commonly 
embodies this quality of processing real events into creative environment, therefore magic realism 
will be the projects focal point.  
 
1.6 Dimensions  
 
This project will mainly be anchored in the dimensions of Philosophy and Science, as well as Text 
and Sign, thus covering the following: 
Philosophy and Science 
The philosophical aspect will be discussing the concept of “magic” and the quality of life and what 
possible triggers can influence a person to write. Through these findings we will philosophize on 
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how writing could potentially improve the quality of life and how writing could be a channel for 
which traumatic events can be reflected on. One of the ways in which this project automatically 
links itself to the philosophical dimension is in terms of epistemology. 
Epistemology is the branch of philosophy that concerns itself with the true nature of knowledge; 
this is also sometimes referred to as the theory of knowledge. It is the philosophical reflections on 
how we can know anything, how knowledge can be obtained and lastly to what extent it is possible 
to truly know anything about a given matter.  
Whether traumatic experience is reflected in the writing is where epistemology comes in: first of all, 
how can we know whether anything we might find in an analysis of any given text is true? And 
second of all, how can we know whether writing about traumatic experiences does indeed influence 
the quality of someone’s life?  
We cannot be certain of whether our analysis of the story will yield any true knowledge. This is due 
to the fact that the theories we employ deriving from the humanities are inherently speculative. 
Consequently we will not try to justify that what we conclude is universally true. Our main method 
is discussion of the features of the short story that lend themselves to analysis and in turn a 
discussion on how one might relate them to trauma when putting the short story into a social and 
cultural context. This will be done via reflection upon genre, literary analysis and discussion 
centering upon how processing trauma through writing might influence the quality of life. 
 
Text and Sign 
This project will incorporate the use of the literary devices such as defamiliarisation, literalisation 
and other magic realistic techniques and investigate how it can be presented in a text, as well as 
what influence this can have concerning meaning of the text.  
 
1.8 Delimitations 
 
This project does not aim to investigate the psychological implications prevalent with regards to 
writing to cope with a traumatic experience, as we were much more interested in the philosophical 
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aspect of such an instance. However, we agree that psychology has an essential role to play in this 
subject-matter, however it will not be elaborated on in great length in this project. Many authors 
come to mind, who are known for having expressed their difficult inner life in their writing. We 
have decided not to elaborate in great length on the cultural-historical context, but would instead 
aim our focus at how the author may have been inspired to write due to traumatic events that took 
place in the authors’ country. Writing is also known for being a form of therapy and this can easily 
be said about the kind of writing we are looking at investigating. However, we have decided to rule 
out the emphasis on the therapeutic aspect of writing and instead focus on how a traumatic 
experience might influence what is being written and how, as we found it much more relevant for 
the purposes of our research questions. As a final note, we will not be going into different kinds of 
trauma. 
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 2.0 Concepts and Assumptions 
 
As stated earlier, the point of this paper is to investigate whether there is a connection between 
traumatic experiences and the inspiration to be creative about it; in a question: how can events be 
said to motivate or inspire authors to write? In this query we have three key concepts that need to be 
precisely and properly defined, in order for the paper to maintain focus and clarity. These concepts 
are inspiration, trauma and writing.  
 
2.1 Trauma 
 
If one looks up trauma, one of the most common definitions of the word goes as follows: 
 
“1. 
Pathology.  
A: a body wound or shock produced by sudden physical injury, as from violence or 
accident.  
B: the condition produced by this; traumatism.  
 
2.  
Psychiatry .  
A: an experience that produces psychological injury or pain.  
B: the psychological injury so caused.”1  
 
So, a trauma can be both physical as well as psychological in nature. The common theme, however, 
is that of injury. In this paper we will use this definition of the word, because research suggests that 
being creative can serve as a sort of therapy. Any trauma can trigger the urge and need to be 
creative and for example depict, portray or in some other way deal with what one has experienced. 
In the case of Søren Kierkegaard, his turbulent relationship with Regine Olsen, his father and 
Protestantism were factors that compelled him to write (Garff, J: 2000).   
                                                           
1
  http://dictionary.reference.com/browse/trauma 
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Whenever the word ‘trauma’ is used in this paper, it is to be understood as an injury in the broadest 
sense possible. 
 
2.2 Inspiration 
 
The word inspiration has a long connotative history, and has been used in a lot of ways and contexts 
in order to express different meanings. One of the earliest meanings of the word inspiration stems 
from antiquity, where inspiration was viewed as something that came to great thinkers, politicians 
and artists from some divine entity, in order for that person to express some sort of message from 
the deities. Another common word connoting the same concept is the word ‘muse’.  
This, however, is not the way we will be using the concept in this paper. We see a connection 
between trauma and inspiration and although Kierkegaard fervently believed that his writing and 
authorship was being directed by some greater entity (Garff, J: 2000), his life-long crisis was 
worldly in nature, seeing as its pivotal point was how one could relate to existence.  
If one looks up inspiration, one will find a number of definitions: 
 
“1.an inspiring or animating action or influence: I cannot write poetry without 
inspiration.  
2. something inspired, as an idea.  
3. a result of inspired activity.  
4. a thing or person that inspires.  
5. Theology .  
A:  
a divine influence directly and immediately exerted upon the mind or 
soul.  
B: 
the divine quality of the writings or words of a person so influenced.”2 
 
Definition 5 concerns with what we have just discussed, and as stated, that is not the definition we 
wish to use. Rather, when the word ‘inspiration’ is employed in this paper, it should more so be 
understood as the second option within the first definition: an inspiring or animating influence. This 
                                                           
2
  http://dictionary.reference.com/browse/inspiration 
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definition of the word is very broad, but in turn it also opens to the possibility of inspiration 
stemming from any kind of experience - including the sort of traumatic experiences the effect of 
which we wish to investigate.  
 
2.3 Writing 
 
These are the common and most often used definitions of the concept of writing: 
 
“1.  
the act of a person or thing that writes.  
2.  
written  form: to commit one's thoughts to writing.  
3.  
that which is written;  characters or matter written  with a pen or the like: His writing 
is illegible.  
4.  
such characters or matter with respect to style, kind, quality, etc.  
5.  
an inscription.”3 
 
Definition 2 is the definition that come the closest to the way we utilize the concept of writing in 
this paper. We understand writing not simply as the act of writing anything or the product of the 
same name. Rather, when the word is used in this paper, it should be understood similarly to how it 
is defined in option 2: as an act of committing one’s thoughts to writing. More precisely, we wish it 
to be understood as the process of reflecting on and treating certain events which one has 
experienced in written communication. It should be taken into consideration that a proper 
understanding of these concepts and their relation to this particular issue will be generated as they 
are dealt with, as concepts accumulate additional meanings in the process.  
                                                           
3
  http://dictionary.reference.com/browse/writing 
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3.1 Authors and their inspiration 
 
 
Whether it be great works of art or difficult academic dissertations, the form and act of writing is 
something most can relate to. What can differ is the background and motive for the products 
produced. The notion of inspiration is traditional way to explain what can compel people to create 
something new, something lasting, something in writing. But what exactly compels people to write? 
What catalysts such a process? 
Such questions incite pensiveness about where inspiration comes from, or maybe more accurately 
how is it produced… 
When discussing matters such as inspiration that relate strongly to the concept of motivation the 
reasons for either producing or consuming literature can be numerous. What seems to be universal 
for authors around the world is that they find inspiration without necessarily being able to explain 
how. They are able to create something out of what appears to be nothing which in itself explains 
why the concept of inspiration is both elusive and mesmerizing. As mentioned in section 2.2 the 
concept of inspiration is often described as being almost supernatural or metaphysical in character. 
It is highly mystified and therefore evades explanation. However, writers or people in general often 
have different associations that they relate to inspiration – associations that are generated from 
one’s sensory apparatus and emotional experiences in the continuous flow of thoughts or stream of 
consciousness that human beings experience.  
Scents, music and sounds, (beautiful) scenery, sentiments etc. are graspable concepts (as opposed to 
inspiration) that are able to trigger creative powers and in themselves they often make up significant 
parts of description and portrayal in a piece of art. Philosophizing about this, the concept of 
inspiration might not be as vague or mysterious as we often assume it to be. 
Perhaps, if looking at the problem linguistically, the only way it makes sense to talk about 
inspiration is not as a noun but rather as a verb. As a noun the concept of inspiration evades 
explanation as it covers the indefinably vast amount of different matters that compel each individual 
to create. As some people are not even aware of what exactly inspires them as it might be 
combination of numerous factors, defining inspiration, even if only for one individual, is still a 
vague task. And though if one might feel very aware of what has triggered and fuelled one’s 
creative process there might still be factors in play that one has not registered. 
But as a verb the concept of inspiration appears slightly more graspable. Instead of perceiving 
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inspiration as a noun, a given factor ‘x’ in play, one can look at the verb form inspire. To inspire or 
to become inspired opens up for the possibility of understanding the concept not as an indefinable 
size but as a process that generates ideas. A process triggered by the associations that are 
continuously generated from experience and from cognitive processing. Understanding inspiration 
in this way can scale down the vagueness a bit and provide a framework for working with the 
concept. 
3.2 Trauma and inspiration 
Psychologically traumatic events are ones that have no good explanation. The sudden death 
of a loved one may seem senseless. Abuse you suffer is a betrayal of a sacred trust. You have 
painful facts with no story to bind them together. – Published on October 20, 2009 by Art 
Markman, Ph.D. in Ulterior Motives  
http://www.psychologytoday.com/blog/ulterior-motives/200910/trauma-and-the-benefits-
writing-about-it 
 
As the mentioned in the foregoing chapter inspiration is what fuels and generates ideas, ideas for 
stories and various art forms. But where does this inspiration come from? This project attempts look 
into this matter and establish a connection between certain traumatic events and writing. But 
looking into where the inspiration comes from is not enough in this respect. We need to go further 
into the substance and ask why we write? It is in this relation that the discussion of motivation and 
“need” to write comes into the context. This section will briefly present what happens when we are 
exposed of trauma and what role we assume writing plays in this connection. Later on in this paper, 
these issues will be thoroughly examined and analyzed.   
The quote above explains how events of a traumatic nature can give birth to painful facts and that 
these facts lack certain coherence. Because these memories are so painful the natural solution is to 
simply avoid thinking about it. Something almost every person do when confronted with something 
awful. This leads to suppressing the thoughts and negative memories of traumatic events, in the 
hope that eventually they will go away. Sadly this rarely happens. It is still there, in the back of the 
mind, and it can evolve to become stress or anxiety.  
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The mind usually seeks a level of coherence of thoughts. We use logic to put two and two together 
and find clever ways to explain ourselves why certain things happen the way they do. A way to 
resolve conflicting thoughts is to remember them and processing them (Markman 2009). If a person 
surpresses memories one cannot process the event the memory is about and as a result of this a 
dangerous cycle can evolve.  
There are probably many different ways of handling trauma and it might also vary from person to 
person. One way of “dealing” with the past is to engage is Writing. Writing and reflecting over 
trauma is exactly what is needed in order to create coherence of thoughts. One way of reflecting in 
writing is to reinvent the scenario or situation and make the fragmented painful memories into a 
coherent storyline. The benefit of creating stories that links the emotional memories together is 
making these traumatic event more accessible and consistent. As a result the events are less likely to 
be repeatedly called to mind, and as so they can be laid to rest (2009, Markman). The idea is thus 
not to forget the trauma, but to deal with it and reflect and understand.  
Many different authors have used writing in re-inventing the traumatic events. One of the more 
popular ways of doing this is by writing in the genre of fantasy or magic realism. J.R.R Tolkien and 
C.S Lewis did exactly this through their writing. In Tolkien’s trilogy, The Lord of the Rings, 
Tolkien went through many traumatic memories from First World War and used it as an inspiration 
in his own fictional work. Tom Shippey, author of J.R.R Tolkien - Author of the century said this 
about Tolkien in an interview remarking Tolkiens participation in the battle of somme;  
“…people who’d been through that, people like Lewis, left for dead at the battlefield or 
Tolkien in the battle of the Somme, they needed, a new explanation of evil, and they hadn’t 
got one. So all these writers, I think, and I call them traumatized authors, they have to write 
their own explanation. And strangely, but pretty consistently, they cannot do it by writing 
realistic fiction. They have to write something which is, in some way or other, fantastic.”  
(reference!) 
This explains how writing can help resolve a crisis, and furthermore, it points out another 
interesting fact which this project revolves around – how crisis can inspire writing and how a 
magical universe can re-present trauma.  
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4.0 What is Magic Realism? 
 
The genre of magic realism is often utilized in depicting traumatic events. In this project the genre 
is going to be investigated for exactly this reason. In the following chapter the term of magic 
realism will be outlined looking into characteristics traits and functions. The concept of magical 
realism can be elusive because it consists of elements from several other genres in various art 
forms. The term is therefore not exclusive to literature, though it is in that connection that magical 
realism will be used within this project.  
 
4.1 Definition of Magic Realism  
 
The term magic realism is an elusive term, not only because of the paradoxical meaning of the term 
itself, but mostly because it is a genre that ‘borrows’ traits from multiple other genres and therefore 
can be traced in large variation. Through reasoned years literary specialists have been able to 
connect specific traits within the genre and so been able to determine what makes magic realism a 
genre in its own right. 
The reason complexity of defining the genre is due to the fact that “(…) magical realist narrative 
itself inhabits a peripheral space at the border that separates the two genres of fantasy and 
realism” (Takolander 2007:13). As a consequent the borders are therefore fragile, at times even 
misleading and according to Takolander seductive for readers and writers, perhaps because it does 
not enter the “whimsical and exotic form of fantasy” (Takolander 2007:13) transferring the literary 
world to a world beyond our own, but narrating stories that are intermingled with fictional events 
with a point of departure within the factual world around us.  
Though its origin and era specification in itself debatable, the name magic realism raises some 
confusion as it is intermingled with terms such as magic realism and marvelous realism and from 
these discussion only complicates the original meaning and use of magical realism: 
“(…) the versions of magic(al) realism have differing meanings for the term ‘magic’; in magic 
realism ‘magic’ refers to the mystery of life: in marvelous and magical realism ‘magic’ refers to 
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any extraordinary  occurrence and particularly to anything spiritual or unaccountable by rational 
science” (Bowers 2004:20). 
In order to understand the concept of ‘magic’ in this genre it is important to notice that the genre 
has rules of its own. For example as Bowers points out the concept of magic in magic realism is 
used differently from common associations with the magician’s tricks and illusions:  
“Conjuring ‘magic’ is brought about by tricks that give the illusion that something extraordinary 
has happened, whereas in magic(al) realism it is assumed that something extraordinary really has 
happened” (Bowers 2004:21) 
The trouble of specifying the exact origin of the genre is according to Maggie Ann Bowers a little 
difficult since in the latest years it has been connected with Latin America as a result that most 
prominent authors of the genre are representatives from this part of the world,  
“The international recognition of Latin America magic(al) realists such as Carpentier and most 
particular García Márquez has led to a misconceived assumption that magic(al) realism is 
specifically Latin America.” (Bowers 2004: 18)  
Bowers argues against this, by tracing back the first impulse of the magic realist movement to the 
1920’s Germany. This and other genres such as surrealism was part of the reaction to 
impressionistic art (Bowers 2004:). The term was first used by German art critic Franz Roh, but he 
used the term in connection with defining a new painting movement (Bowers 2004:). He used it to 
distinguish magic realism from surrealism, stressing that where surrealism explored the 
psychological aspect of painting, magic realism focused on the material world (Bowers 2004:). It 
should be stated that there is a difference in methods of analyzing paintings and literature, though 
the terms magic realism is used in both medium. 
Just as in any other genre, be it realism, surrealism, fantastic fiction etc, magic realism has a set of 
norms in terms of literary techniques that sets it apart as a genre also in terms of differentiating 
between the different movement of magic realism. 
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4.1.1 Magic realism in paintings 
 
There is a fundamental difference between painting and writing within this genre, because“(…) 
while magical realist art depicts the conventionally real as delicately magical, magical literature 
represents the conventionally magical as outrageously real” (Takolander 2007:22). Basically these 
two art forms are to be viewed as two separate genres, even though they both are referenced to as 
magic realism. Identifying magic realism’s traits in the art form of painting differs from the traits in 
literature in terms of message, sender and receiver, narrative, and could just as easily be thought of 
as two completely detached genres.  
 
4.1.2 Magic realism in literature 
 
As mentioned before the confusion between magic realism and other similar genres is quite 
common and the reason for this is that this particular genre has many familiar traits anchored in 
different literary genres. The genre of magic realism goes across artistic borders, as many other 
genres does and one of these is fantastic fiction as Takolander mentions is the basis for magical 
realism (Takolander 2007:13). Maggie Ann Bowers believes that the distinction can be found 
within the stories in the genre, because it is the ‘hesitation’ of recognizing magical elements in the 
everyday that distinguish one of the main diversities. “(…) it is possible to have magical realist 
elements in a text that is not consistently magical realist in its approach. However, unless the 
magical aspects are accepted as part of everyday reality throughout the text, the text cannot be 
called magical realist” (Bowers 2004:27). 
Surrealistic works of arts relies on uniting contradicting concepts and paradoxes (Bowers 2004:23). 
It is a genre that explores the ‘inner life’, whereas magical realism to a high degree focuses on the 
‘reality’ of life and delivers this ‘reality’ with the conviction that this is the truth and facts, without 
concealing the this in a dream. Furthermore Bowers argues that, “Surrealism is most distinct from 
magical realism since the aspects that it explores are associated not with material reality but with 
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the imagination of the mind, and in particular it attempts to express the ‘inner life’ and psychology 
through works of art.” (Bowers 2004:24)  
So in response to try to distinguish magical realism from “realism, surrealism, the fantastical, 
allegories and science fiction, go to the heart of a working definition of narrative magical realism. 
Not only must the narrator propose real and magical happenings with the same matter-of-fact 
manner in a recognizably realistic setting but the magical things must be accepted as a part of 
material reality, whether seen or unseen” (Bowers 2004:31). Magical realism is in short a genre 
that operates with reality and relies on the reader accepting the additional ‘magic’ the genre 
procures. However the use of magical realism should not only be construed as a genre, but also as a 
‘mode’ with elements able to integrate themselves to other genres. Therefore magical elements are 
in this respect not exclusive to the genre of magical realism, but the mode and functions can still be 
detected and utilized in other literary connections, which the following chapter will introduce. 
  
4.2 The Functions and Techniques of Magic Realism  
 
As mentioned in the foregoing section magical realism covers a great deal of territory when it 
comes to defining the term. In order to demonstrate and present our theory, it is necessary that we 
define how we use and perceive the term in this project, but it is equally important to present the 
functions and techniques in order to understand the possibilities and characterization of the genre.  
This section will focus on the functions4 and techniques that might aid the author in reflecting 
through writing in the magic realist genre. In the larger view of this project there will be no 
immense distinction between functions and techniques, since the focus will be on the effect and 
purpose of the text. Consequently there will be no need for specific accounts for which tools fall 
into which category. However in this chapter, we will make an exception and divide the explanation 
of the functions and techniques into two subsections for clarification. The first section will go 
through the overall function of  the genre of magic realism with a focus on how these functions can 
”assist” a writer in reflecting over certain events – in this case, a form of traumatic inspiration. The 
last section will attempt to account for the literary devices applied by this genre, which might grant 
                                                           
4
  In this respect we use the word Function to talk about the overall function of the genre of magical 
realism. This goes to both the function the author might be exploiting, but also to what general functions the genre 
supplies.  
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the writer necessary tools assist him in his writing process. In the aforementioned section the 
borderlines of magic realism were stressed and pointed out. From here on it becomes relevant to 
understand the means and techniques of the genre.  
 
4.2.1 Functions of Magic Realism 
 
Almost all texts are in one way or another able to present reflections by the given author. But what 
makes a genre suitable to represent a specific writer’s reflections? How will the writer go about 
presenting his reflections and how can a genre help the author express the contents of his mind? Our 
theory in this project is that inspiration and motivation can spring from multiple and diverse 
sources, but one significant source can be a traumatic event. What is of key importance to us is how 
a traumatic event can function as fuel for inspiration and what role the genre of magic realism plays 
in this respect. As mentioned above, any text grants the author the opportunity to reflect about 
trauma, but what is it that this specific genre can do in order to enable the conveyance of the 
traumatic imagination.  
One of the major functions of magic realism is to give the author and the reader an opportunity to 
create a magic environment which has no responsibility to the aspects of real life. It is, so to speak, 
free from the norms of society. This freedom cannot be achieved through realistic writing method. 
The magical realist genre, with its magical and fantastic elements, does not demand the author to 
‘stick’ with the real. Eugene Arva, the author of the book “The traumatic imagination: Shock 
chronotopes and hyperreality in magical realist writing” contends this by stating the following: 
“Magical realism does not seek a logical representation of reality because its founding premise is 
that reality cannot be explained – or at least not only in one way” (Arva, 2008, p. 78). Magic is the 
key word in this specific respect. The magical element is the key to unlocking the freedom of the 
mind to create and influence reality.  
Another important function of magical realism, and the most interesting aspect for this projects 
premise, is the ability in which magical realism can convey and re-present a message or traumatic 
event. These traumatic events that seem to be characterized by tremendous violence or states of fear 
and anxiety tend to resist rationalization. It thus defies an interpretation in a realistic narrative form 
because of the event’s powerful and lasting traumatic impact (Arva 2006). The magical realistic 
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genre allows the traumatic event to be re-seen through an environment which does not try to 
rationalize the situation. This goes hand in hand with Arva’s statement in an abstract on his above 
mentioned book, “…Magical realism has become one of the most effective, albeit controversial 
media to re-present extreme events since its beginnings in the 1930s” (Arva, 2006). This genre’s 
capacity to provide a unique space for writing about experiences of extremity is an extremely 
important function in relation to dealing with representing traumatic events and reflecting over it 
through writing. Furthermore the incoherence of magic realistic stories seems to appeal to the 
likewise incoherent and absence influenced memory of trauma (Kirmayer 1996, p. 174). This is 
probably why magical realism is so well connected with extreme events, and often present stories 
that involve trauma.  
Another function of magic realism, is not only to take what is real and transform it into something 
that is surreal, it is also to turn, in Arva’s own words, “what resists representation into an 
accessible reality” (Arva, 2008, p. 69; 74). So you might argue that the function of magic realism is 
not “only” to obscure the real, but through this genre, to make the real more accessible and 
understandable through extreme examples. This leads us on to the question of technical devices 
applied in order to achieve this impact.  
 
4.2.2 Literary Techniques in Magic Realism 
 
“They have the power of description, and we succumb to the pictures they construct” – Salman 
Rushdie The Satanic Verses (1988) 
Just as different genres can have diverse methods or functions that can help the writer convey his 
reflections, likewise can there be certain techniques which can provide the necessary tools for 
which the author can manipulate how the language can represent the meaning. This section will 
attempt to construe the most relevant devices used in magic realism in this project. With the sole 
purpose of maintaining a focus on the traumatic inspiration there will only be presented a few 
techniques which can be used in order to assist our theory.  
There are many different techniques connected to magic realism, all which play a vital role in the 
manner of shaping the magic realistic universe. The first and most central technique worth noticing 
amongst these is the ability to make “strange” or “defamiliarize”.  
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The Russian literary critic Viktor Borisovitsj Shlovskij was the first to develop the concept of 
defamiliarization, also known as ostranenie in Russian. Defamiliarization or estrangement is a 
literary device in art and literature that is supposed to increase our perception and understanding of 
our surroundings, 
 
“But exactly to give us back the feeling that we are alive, to make us feel things again, to 
make the stone a stone yet again, this is the reason why art exists. The purpose of art is to 
give us a feeling of the object, a feeling which is a perception and not merely recognition. 
The technique of art is the technique of defamiliarization and the technique of the 
complicated form, which increase the difficulty and the duration of the perception process, 
because in art the process of perception is an end in itself and it therefore must be 
prolonged. Art is a way of experiencing the coming into being of things. That which has 
already come into being is in art insignificant.” (Stein Larsen 2009:39)5  
 
Shlovskij stresses the fact that once we have gotten to know an object through repetition of 
everyday life, we perceive it automatically. This automatic and almost instinct-like perception is 
based a lot on the norms of the given society that surrounds us. We naturally stop seeing objects, 
noticing their features and considering their function. This can make us blind and uncritical towards 
our surroundings, and it can also make it hard to see the wonder of the simple things. Art, he argues, 
is supposed to reinforce our perception of our surroundings because only in this way can we come 
to understand them. Literature can have the same effect on objects, situations or events, especially 
literature with fantastic elements can do this.  
One of the techniques in magic realism is typically to defamiliarize simple objects or 
situations into something extraordinary, and it does this by its descriptions. One can for example 
talk of an apple, a very familiar object, which should not arouse particular amazement. But by 
presenting the apple with metaphors and looking at the object, not as it is known, but as it is 
perceived it can become strange to us. This can be done by describing the apple as, a rosy cheek or 
a blood coloured sun, the examples are endless. This is as stated a very general technique in magic 
                                                           
5
  We have translated the Shlovskij-quote to English directly from a Danish article by Peter Stein Larsen, 
as we considered the concept of defamiliarization well explained in the article and trusted the quote to be an accurate 
translation from Russian. 
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realism. This can be seen very clearly in the following example extracted from a scene in “One 
hundred years of solitude” by Gabriel Garcia Márquez: 
 
 “[They] were penned in, swirling about in a gigantic whirlwind that little by little was 
being reduced to its epicenter as the edges were systematically being cut off all around like 
an onion being peeled by the insatiable and methodical shears of the machine guns’ (García 
Márquez 1992, p. 249).” 
 
In this example no factual imagery is used to describe what actually happens. This particular violent 
scene is narrated in a way that lacks any words that indicates physical violence. The “real” of this 
text is in fact in the eye of the beholder, or so to speak in the eye of the reader. It is not something 
that can be measured objectively. Arva argues that  
 
“more factual imagery, as for example, “human bodies being ripped apart by high-
calibre bullets,” might have been more shocking or, in terms of style, more “realistic,” but 
its impact on the readers’ minds would not have been as deep — nor as long lasting — as 
that of the magical realist image’ (Arva, 2008, p. 71). 
 
This point shows the very essence of defamiliarization. It attempts to shake the reader out of the 
ordinary state and present to him/her a revived view of the situation, thus making the reader able to 
see the forest and not just the trees.   
Using magical language and supernatural descriptions is not the only aspect in which magic 
realism is able to defamiliarize objects or events. The defamiliarization in magic realism is not only 
due to supernaturalization, as some critics suggest, but equally to magic realism’s matter of fact 
presentation of the unreal, which results in a considerable amount of reader hesitation (Hegerfeldt, 
2005, 200). To talk about fantastic elements as if it is the most normal thing in the world and to see 
the characters of the story accepting them for what it is, compels the reader to hesitate because of 
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presumed conventions or cultural consciousness, and it is this manner and matter of presentation 
that evokes a sense of defamiliarization.  
 
Another interesting aspect of magic realist techniques is the matter of literalization. Literalization is 
the technique to “illustrate how magic realist fiction frequently insists that metaphors, idioms and 
sayings are to be understood as literally true” (Hegerfeldt, 2005, 235). This technique generates 
extremely magical elements. If one were to say, “his mind is somewhere else”, and take that 
literally would ask for a supernatural way of thinking. Thus, again, we can see how forcing the 
reader to re-think a situation in the given story, calls for the act of defamiliarization. Furthermore 
literalization can also be regarded as the underlying principle when magic realist fiction makes the 
past present in the shape of ghost or reified memories. This is particularly true in the novel and 
movie by Isabel Allende House of Spirits (1993), where ghosts and spirits return again and again to 
the story. Hegerfeldt makes it clear that in order to understand literalization one must come to terms 
with the genre putting the immaterial on par with empirical reality; “Endowed with material 
existence, metaphors and memories, concepts and emotions are shown to be as important as the 
material world.” (Hegerfeldt, 2005, 236).  
 
Many of these literary techniques can be look upon as a tool by which the writer can mould the text 
and thus achieve a higher understanding of his reflections and perceptions. But these techniques and 
functions in magic realism only work in relation to the writer’s skill in using the genre. The 
interesting aspect is what this process of writing and awareness, especially in this particular mode, 
can do to us on a more philosophical level. 
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5.0 The Philosophy in Writing 
 
 
This chapter will draw a philosophical aspect on this project. To begin with, the flow theory, 
originally a psychological concept, will be introduced. Later on, a take on quality of life will be 
given in philosophical aspect, in regards to how it might be influenced by therapeutic writing. 
Finally, two more terms will be discussed: imagination and magic (or magical thinking). 
 
5.1 The Flow Theory 
 
The flow theory originated from the psychological term, which means fully involving oneself in an 
activity, usually the artistic one. Its one of the main researchers, Professor Mihaly Csikszentmihalyi, 
describes the flow as:  
 
"being completely involved in an activity for its own sake. The ego falls away. Time flies. Every 
action, movement, and thought follows inevitably from the previous one, like playing jazz. Your 
whole being is involved, and you're using your skills to the utmost." 6 
 
Even though the flow is generally a state of mind that one gets into without planning, it does have 
initial points, such as the goal having specific properties: “they are challenging, require skill, have 
clear and immediate feedback (one knows whether one is doing the activity properly or not), and 
have well-defined success or failure metrics.” It is possible to experience the flow to some extent 
while doing the everyday work like chores, but it is more likely that the flow happens when doing 
something artistic or enjoyable, such as sports, talking with someone one likes or loves or while 
playing games. One of the basic experiences, concerning the flow, are described by using skiing:  
 
“Imagine that you are skiing down the slope and your full attention is focused on the movements of 
your body and your full attention is focused on the movements of your body, the position of the skis, 
                                                           
6
 http://www.psychologytoday.com/articles/199707/finding-flow 
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the air whistling past your face, and the snow-shrouded trees running by. There is no room in your 
awareness for conflicts or contradictions; you know that a distracting thought or emotion might get 
you buried face down in the snow. The run is so perfect that you want it to last forever.”7 
 
 
While this term is mainly considered to be psychological as nearly all of the research is done in the 
psychological field, a few philosophical aspects can be drawn out of it. This chapter will be 
discussing the mind and the concept happiness. 
 
5.1.1 The mind 
 
To begin with, the concept of mind should be defined. As such, while mind and brain have a lot in 
common, it should not be stated that it is identical to each other. Namely, one of the main 
differences between the two is that mind is what makes human beings conscious. However, 
according to Descartes, there is a “pervasive and comprehensive system of correlations between 
mental events and brain processes.” (Kim 1998:47) It could be explained by giving examples like 
brain injuries or chemical processes, such as an overdose of alcohol can affect one's mind even to 
the point of permanent damage.  
The relation to the flow theory could be seen through believing that mind is what is needed in order 
to get into flow. A person, who is engaged in the flow to the maximum, can forget the material body 
needs and fully engage in the mind journeys, using the material body as a tool to express what is in 
the mind. For example, it was rumored that Michelangelo was so engaged in painting the Vatican's 
sistine chapel that he forgot all the body needs and painted until he passed out from exhaustion. 
 
5.1.2. Thinking mind of consciousness 
 
One of the important aspects of achieving the flow is to “remove” the thinking mind or 
consciousness. In one sense, “consciousness” can be defined as “being awake” physically: for 
example, waking up from sleep. Descartes describes consciousness as “thinking”: “we cannot have 
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any thought of which we are not aware at the very moment when it is in us.” (Kim 1998:155)  
Csikszentmihalyi believes that this state of mind disallows the flow to happen. The mind has 
episodes of consciousness and unconsciousness, and the flow is the episode of unconsciousness. 
(Jacquette 2009: 182) It is believed that during the flow mind gets into the same position as during 
sleeping; yet, it is unlikely that one of the consequences of the flow is forgetting parts of the 
experience as it happens with sleeping and dreaming.  
 
5.1.3 Happiness 
 
One of primary goals of the flow is to achieve satisfaction or happiness. Both of these terms could 
be described as a short-lived state of mind, as neither of these can be permanent. Wladyslaw 
Tatarkiewicz writes that “Happiness is to be satisfied with life as a whole” ( Tatarkiewicz 1976:9). 
Then he disclaims it, stating that such satisfaction is not possible and that neither of these can ever 
be permanent. He claims that only the ideal happiness can last forever and that only actual 
happiness really exists. Tatarkiewicz compares happiness and satisfaction to hunger and fighting: 
“without hunger we would not enjoy the delight of eating, or the joys of victory without fighting” ( 
Tatarkiewicz 1976:9).  
Csikszentmihalyi argues that happiness can only be achieved by oneself. He agrees with Marcus 
Aurelius' stoic point of view that “if you are pained by external things it is not they that disturb you, 
but your own judgment of them. And it is in your power to wipe out that power now.” 
(Cskiszentmihalyi, 1990:20) According to him, the key to happiness is how one invests his physic 
energy. It goes back to what was stated previously: engaging in what one likes causes the feeling of 
happiness and satisfaction.  
 
5.2 Quality of Life  
 
 
The quality of life can be discussed it various ways: be it the economical, the psychological, the 
philosophical, etc. however, all of them have a lot in common. In order for a human being to 
experience contentment, one must have sources such as energy, health, love life, close personal 
bonds, the feeling of safety, self-respect, knowledge and understanding, personal freedom, 
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meaningful activities and an experience of “acceptable” coherence and many more. Equality of 
individual worth is also important, as without such, a lot of criteria would lose its sense. 
Many philosophers agree that the balance of all these criteria is what improves life. However, life 
does not consist of the positive aspects only. Without having chaos or negative emotions a person 
might not understand the positive ones and in order to understand everything, people tend to create 
order. When the order collapses, negative emotions take over the and chaos of emotions starts. 
As such, while negative emotions are necessary in order to develop the understanding of  positive 
emotions and thus improve the quality of life, it can also take the wrong turn and get out of hand. 
Without stability and just chaos in human beings, the quality of life drops dramatically. Chaos in 
this case can be anything: losing something or somebody, an event of some sort, negative emotions 
like self-hate, guilt - while the latter usually tends to improve the quality of life by forcing the one 
who feels guilty to start acting better, it can still cause inner chaos, anxiety or simple sadness. Such 
chaos can rarely be influenced by the human being himself, as the emotions are being caused 
subconsciously.  
Usually, people tend to go to qualified persons to receive help to sort out the chaos, some tend to 
help themselves by doing what they can do best. For example, in order to improve his quality of 
life, lyricist Tuomas Holopainen wrote out his agonies and doubts into song lyrics; he goes as far as 
calling the lyrics the diary of his life. A Lithuanian writer Balys Sruoga wrote a book called “Forest 
of The Gods” in order to cope with events he experienced during his imprisonment in Nazi German 
concentration camps. People can usually cope with their traumas and inner chaos through 
expressing themselves in activities they enjoy, thus improving their quality of life eventually. 
When looking at this process it becomes evident that the concepts of happiness and sadness are 
determining factors when it comes to improving quality of life. The continuous fluctuation between 
the two polar opposites makes us able to put events of life into perspective and experience either 
happiness or sadness and thereby become aware of if we feel content or not. Sadness, the negative 
side of happiness, also helps to shape the quality of life and better understanding of oneself. In this 
case, a saying “the more you know, the better you feel” (reference Erik Bendtsen) can be justified: 
by reflecting on past events and emotions caused by those events, one will be able to gain the 
understanding of one’s surrounding, and learn how to cope better with life and its challenges. 
 
Another aspect of talking about quality of life could be applied to existentialism, a philosophical 
movement applied mostly to the 20th century philosophers; its founding father being Søren 
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Kierkegaard. Existentialism is considered as 'care of the self' (epimeleia heautou) (Flynn 2006:1). 
Its roots can be dated back to the Hellenistic times as the Stoic and Epicurean philosophers were 
interested in “the ethical questions and discerning the proper way to live one's life” (Flynn 2006:1) 
Some of the five most commonly known themes of existentialism are relevant when to looking at 
the quality of life: 
 
1. Existence precedes essence. What you are (your essence) is the result of your choices (your 
existence) rather than the reverse. Existence is not destiny. You are what you make yourself to be 
(Flynn 2006:8). 
 
Destiny should be considered as one of the main aspects of life, as it is one's choice that shapes 
himself or herself, not the other way round. While emotional chaos is something that the human 
being cannot naturally prevent, it is only up to him to start changing it, whether for the better or 
worse.  
 
3. Humanism. Existentialism is a person-centered philosophy. Though not anti-science, its focus is 
on the human individual's pursuit of identity and meaning amidst the social and economic pressures 
of mass society for superficiality and conformism (Flynn 2006:8). 
 
Identity and meaning are important in shaping the quality of life. Mass society can play a negative 
role in it. Yet, without the bad it will not be possible to see the good; without the pressure of mass 
society one will not be able to shape the identity, thus ultimately shaping and improving the quality 
of life.  
 
4. Freedom/responsibility. Existentialism is a philosophy of freedom. Its basis is the fact that we 
can stand back from our lives and reflect on what we have been doing. In this sense, we are always 
'more' than ourselves. But we are as responsible as we are free (Flynn 2006:8). 
 
Without the freedom or responsibility for one's own life and action, the quality of life would drop 
dramatically, as one would not be able to make decent choices. Needless to say, it would affect all 
the quality of life aspects. 
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5.Ethical considerations are paramount. Though each existentialist understands ethical, as with 
'freedom', in his or her own way, the underlying concern is to invite us to examine the authenticity 
of our personal lives and of our society (Flynn 2006:8). 
 
Society is an important factor in quality of life, for it defines the ethical habits. Society's influence 
has both positive and negative aspects, as it can both increase and decrease the quality. Human has 
a natural need for improving and proving his or hers status, without society, this need would 
change. 
 
Additionally, trust could also be mentioned when shaping the quality of life. It is believed that trust 
makes life more comfortable, as it is “the personal belief that another actor will stick to his or her 
commitments and will not suddenly defect from a formal or informal agreement for purely egoistic 
reasons” (Møller, Huschka 2009:163). It improves the life satisfaction by making the one, who 
trusts, feel better about the future and possibly economical factors by avoiding interpersonal 
suspicions, and conflicts. Generally, the trust helps people feel secure when confiding in others. 
This being a prerequisite for experiencing fulfilling relationships. Accordingly, distrust will have a 
negative effect on quality of life if these relationships are compromised. 
 
According to Hans W Cohn, “human beings tend to take apart what they wish to understand” 
(Cohn 2002:26). This quote could be interpreted in many ways, yet all of those can be traced back 
to the quality of life. As mentioned before, understanding is what leads one into feeling better, 
satisfied. In this case, the quote can be applied more specifically: taking apart personal traumas in 
order to understand it is a way of helping to improve one's life. Taking into consideration the fact, 
that every human being is different and unique, his or hers way of processing a certain memory, 
emotion or event apart will differ, be it writing, talking, drawing and many more.  
 
While one of the main reasons of language's existence is for beings to communicate their mental 
meaning, writing, as another way of expressing language, helps humans not only to express their 
mental being, but also to express their mental situation. Language plays a powerful part when trying 
to improve the quality of life: interaction is important in order to solve and restrain down the chaos 
from the inside and the outside, as many philosophers and psychologists agree that opening up is 
the key step. Heidegger also addresses the need of language in his works: 
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“In the wider sense, it is the relation between demand and response, between address and answer. 
This is the relation between human beings and the world, between us and the phenomena that show 
themselves which includes “things”. It is made possible by the human capacity of “being open to” 
as well as to “open up what is.” (Cohn 2002: 44) 
When it comes to therapy or healing after traumatic experiences, language becomes one of the main 
focuses, as it helps to restore the possibly lost relation between a human being and the rest of the 
world. However, it depends on a human being's natural preferences whether he or she will decide to 
proceed healing via conversation or via other means of expression.  
For some people writing or creating art in general can be understood as the only way of therapy. 
Graham Greene, a famous English novelist, short-story writer, playwright and journalist says that 
“Writing is a form of therapy; sometimes I wonder how all those, who do not write, compose, or 
paint can manage to escape the madness, the melancholia, the panic fear, which is inherent in a 
human condition.“8 A lot, if not all artists (it must be noted that in this case it can be any type of 
artists, not just professionals who earn their living out of creating) would agree that art first works 
as their therapy and only a small percentage could openly state that they were creating just for 
financial reasons. Art and creating in general can be generalized as a way of improving one's quality 
of life and solving the inside chaos.  
 
Finally, the balance of everything in life is what makes the quality of life improve. Without 
negativity, a human being will not be able to experience positivity. The process of navigating from 
the negative to the positive is in itself difficult and unique, as every human being will have different 
obstacles. 
 
5.3 Magic and Imagination 
 
“All successful people men and women are big dreamers. They imagine what their future could be, 
ideal in every respect, and then they work every day toward their distant vision, that goal or 
purpose.”9 
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 http://thinkexist.com/quotation/writing_is_a_form_of_therapy-sometimes_i_wonder/172293.html 
9
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-Brian Tracy 
 
As a concept, imagination was first introduced by Aristotle in his writings “De Anima”. He claimed 
that “imagination [phantasia] is (apart from any metaphorical sense of the word) the process by 
which we say that an image [phantasma] is presented to us" (De Anima, 428a 1-4). Phantasma can 
nowadays be referred to as „mental representation“; imagery, and so imagination, play an essential 
role in all forms of thinking. 
According to Mark Johnson, imagination is not only about creativity and fantasy. He claims that it 
“is chiefly a result of nineteenth-century Romantic views of art and imagination that have strongly 
influenced our common understand, especially of our concept of art.” (Johnson 1987:139) Instead, 
imagination can be sorted into two categories: one associating with art, creativity, and fantasy, and 
the other one that treats it as a faculty that connects perception with reason. (Johnson 1987:141) 
Plato even believed that imagination (or a power of forming images) is the lowest form of 
cognition, as it offers a human being no real knowledge of the subject. Though, later on, the view 
was changed by using the traditional interpretation of Plato's criticism of imitative poetry in Book X 
of the Republic. Two things were concluded: first, that an artist, by making inferior imitations can 
reveal the real essence of things. Second, that through imagination the poets (or, if applying it to 
nowadays, artists in general) „feed and water the passions, by using powerful imagines to stir up 
the emotions that override our rational faculty” (Johnson 1978:143). In order to conclude the 
„Platonic“ view on imagination, it could be said that no real knowledge can be based either on sense 
experience or images of things. Plato believes that artistic imagination is not a rational process but 
an act of possession by the daimon (the muse). 
Aristotle's view on imagination is that he regards it as the faculty that mediates between sensation 
and thought. It is “dependent on the former and makes possible the latter” (Johnson 1987:144). 
Additionally, Aristotle believes that imagination is “an indispensable and pervasive operation by 
which sense perceptions are recalled as images and are made available to discursive thought as the 
contents of our knowledge of the physical world” (Johnson 1987:144). Basically, Aristotle's view 
on imagination comes in contrast to Plato's point, as Aristotle's view sees imagination as something 
that does not need an unruly control, as control demeans the creative and spontaneous imagination's 
mode. 
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While this section is named Magic and Imagination, it should be noted that in this case it will be 
magical thinking that will be written about. Magical thinking could be defined as something that 
seeks to impose on objects in the external world laws. Psychologist Paul Rozin's example of 
magical realism could be described in this way: the second kind of contagion in which the disgust 
reaction spreads and cannot be eliminated, is often referred to as "magical thinking." We know the 
cockroach can't contaminate the juice since it's been sterilized, but still the juice revolts us. While 
the example can be considered as rather revolting, it portrays the meaning: the mind's power to 
influence reality. In some cases the influence can be negative, such as linking actions and 
possibilities that could not possibly have any relation. For example, believing that if one does not 
send the so-called chain-mail, something bad will happen.  
Anthropologist Dr. Phillips Stevens Jr. believes that “magical thinking involves several elements, 
including a belief in the interconnectedness of all things through forces and powers that transcend 
both physical and spiritual connections”10 Thus, magical thinking could be applied to the subject of 
this project: a human being can believe that writing while being influenced by a traumatic event will 
help him or her improve the state of mind.  
 
                                                           
10
 http://www.skepdic.com/magicalthinking.html 
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6.0 Haruki Murakami and the War inside 
 
In investigating the relation between inspiration and trauma in the genre of magic realism Japanese 
author Haruki Murakami has been chosen as our object of study. The following section will offer a 
brief presentation of the author. Haruki Murakami’s work will be presented with his novel “Kafka 
on the Shore” as a focal point because we consider it a suitable representative of his authorship. The 
short story collection “After the Quake” as a whole will be introduced and our chosen short story 
will be emphasized. Furthermore the section will include a brief introduction to contemporary 
Japanese culture and history in order to provide a social and cultural context and a framework for 
analysis. Here the relation between experience on the individual and the collective level will be 
taken into consideration It should be noted that the following section to a large extent is based on a 
biographical article called “Hele portrættet om Haruki Murakami” from the Danish literary 
database forfatterweb.dk, and we have translated every quotation from the article employed in this 
section from Danish into English. The URL’s of the websites “forfatterweb” and Haruki 
Murakami’s official homepage are provided in the bibliography. When referencing to these articles 
in this section they will be called “forfatterweb” and “Murakami-homepage”. 
 
6.1 Murakami and his work 
 
“It is hardly possible to study Haruki Murakami without adopting a comparative perspective. 
Murakami’s characters are so enmeshed in the forms of American culture, as Yoshinobu Hakutani 
claims, “that they accept these forms as integral to postmodern Japanese life,” although “their 
essential Japaneseness is never truly lost.”1 Thanks to this conflation of cultures in his 
representation of the world, Murakami has become an author of planetary renown, whose literary 
identity is elusive – since he can be read as simultaneously familiar and exotic on both sides of the 
pacific.2“ (Ascari 2011:110). 
 
From this quote it follows that Haruki Murakami is an author with many dimensions. His work 
reflects a western and American influence that has probably contributed in shaping Murakami’s 
work and identity as an author much as it has been a factor in shaping his identity as an individual. 
Born on 12th January 1949 in Kyoto, Japan, Haruki Murakami grew up in Kobe, raised by parents 
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that both taught Japanese literature. He studied Theatre Science at the Waseda University in Tokyo 
while working at a music shop and after graduating he opened his own jazz bar. While tending the 
bar Murakami worked on the manuscript for his first novel and after finishing he sent it to a literary 
contest at which he won first prize. His first novel was published in 1979, ultimately leading him to 
sell his bar and become a fulltime writer.  (forfatterweb). 
Maybe the reason why Murakami’s literary identity is sometimes described as elusive can be 
connected to the fact that a vast part of his work circles around the concept of identity.  
 
“Roughly Haruki Murakami’s novels divide themselves into two categories. On one side there are 
the love stories […], on the other side there are the fantastical fables […]. And then there are the 
stories that place themselves in the middle such as “The Wind-Up Bird Chronicle” and “Kafka on 
the Shore”. All have in common, however, that the main character is a male detectivist character 
who, via the involvement of a woman, is sent out on a quest to understand his own mind better.” 
(forfatterweb).  
 
As a polar opposite to the problem of identity stand the strong ties and connections such as love, 
family and friendship. Even though Murakami supposedly did not participate much in the intense 
student activity of his time when he studied at the university he still nevertheless emphasizes the 
interest in ties and community which was very much at a peak in the 60’ies and 70’ies 
(forfatterweb). 
From an early age Murakami was interested in literature and music especially the kind of western 
origin and the western cultural influence is prevalent throughout most of his work. One of his most 
popular novels “Kafka on the Shore” is maybe the most obvious example of this. Loaded with 
references to American jazz, Rock’n’Roll, classical music, the Beatles etc. the novel displays 
vividly his preoccupation with music. But his pieces are also saturated with intertextuality, 
symbolism and plot structural elements of more main stream popular literature. “Murakami’s highly 
original investigation into the human not only combines Greek tragedy, psychoanalysis and 
Japanese traditional culture, but also incorporates the icons of our globalized present and the 
suspenseful plots of crime and science fiction.” (Ascari 2011:112). 
The prime force behind the plot of “Kafka on the Shore” is a prophecy that the protagonist Kafka 
Tamura will someday murder his father, and have intercourse with his sister, and with his mother, 
an explicit reference to the enigma of Oedipus (Ascari 2011:111). Murakami does not only mention 
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authors, classics or myths, but directly in the title “Kafka on the Shore” there is a reference to Czech 
author Franz Kafka. Murakami’s surreal and magical elements bear testament to his role as a source 
of inspiration (forfatterweb), furthermore Murakami’s processing of topics such as guilt and 
responsibility in “Kafka on the Shore” - and in “After the Quake” as we shall see later - echoes the 
work of Franz Kafka:  
“It’s all a question of imagination. Our responsibility begins with the power to imagine. It’s just 
like Yeats said: In dreams begin responsibilities.” (Quote from “Kafka on the Shore” in Ascari 
2011:115). 
This quote illustrates the human preoccupation with the problem of guilt, responsibility and 
punishment which has been directly addressed in religion, probably with the objective of preventing 
people from committing something to be guilty of altogether: 
“Thou shalt not commit adultery” Exodus 20:14. “The son of God himself said, “Whoso looketh on 
a woman to lust after her, hath committed adultery with her already in his heart” Matthew 5:28. 
This biblical quote interestingly illustrates the same point that is made in “Kafka on the Shore”. 
 
6.2 Murakami’s Objective as an Author 
 
“Murakami’s novels are characterized by balancing upon a line between a Western as well as a 
Japanese tradition.” (forfatterweb).  
 
Some critics, Japanese in particular, apparently do not find that Murakami does a good job in 
keeping this balance as they consider his novels fundamentally “un-Japanese” (forfatterweb). But, 
as mentioned above, although the influence of Western culture in Murakami’s work is evident 
Ascari argues that Murakami is able to preserve his characters’ “essential Japaneseness”. Haruki 
Murakami considers himself a Japanese author as he stresses: 
 
”I write in a different style and perhaps with different material, but I write in Japanese and I write 
for the Japanese society and the Japanese people. […] the first time round I wanted to be an 
international author but over time I realized that I was nothing but a Japanese author. But even in 
the beginning it was not about borrowing Western style and laws. I wanted to change Japanese 
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literature from the inside, not from the outside. So basically I made up my own rules.”11 (obtained 
from the article on Haruki Murakami from forfatterweb). 
 
So although Murakami borrows features and elements from foreign sources, and practices a lot of 
intertextuality, referencing to western or European classics, his goal is not to become international 
or to create literature that is foreign in essence or which avoids to reflect or relate to his nationality. 
As stated earlier and as the quote above displays Murakami has a strong sense of belonging to 
Japanese society and community. His writing exemplifies this, perhaps along with the wish to 
impact and via this impact push Japanese culture forward and enable a more effortless cultural 
exchange across borders and continents: 
 
“Murakami’s ambition is to break down the isolation that the Japanese traditionally have cherished 
and open up towards the world.” (forfatterweb).  
 
If this is indeed one of his objectives as an author, the fact that his novels are steadily becoming 
more acclaimed, commonly appreciated in mainstream culture and consequently translated into 
more languages, provides a prosperous environment for Murakami to fulfill this objective. 
In his work Murakami also explores connections and ties between people, and the relation between 
the individual and the collective: 
 
“Murakami’s novels is a journey into Japanese history as well as the spiritual life. He responds 
widely to the history of Japan, the nature of war, fascism, the community ideologies of the 60’ies 
and 70’ies, the late capitalist conditions and so on.” (forfatterweb). 
 
With this in mind it is interesting to investigate how Murakami portrays tendencies, ideologies and 
events that become rooted in individual memory and in turn add up to a sort of collective memory 
that can tie a nation together and  reveal something about the relation between individual and 
collective experience. 
 
“Early in his career, Murakami Haruki was dismissed as a lightweight purveyor of pop fiction. But 
                                                           
11
  Sinda Gregory, Toshifumi Miyawaki og Larry MaCaffery: “It Don’t Mean a Thing, If It Ain’t Got that 
Swing: An Interview with Haruki Murakami”. Interview på Center for Book Culture.org).”   
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once his novels began to include harrowing reflections on Japan’s tragic wartime history, it 
became easier to observe the presence of a concern for the country’s dark legacy even in some of 
his breeziest early fiction. And when such themes did emerge full-blown in Nejimakidori kuronikuru 
(The Wind-Up Bird Chronicle, 1994-95 [1997]), Murakami’s handling of them differed markedly 
from more conventional, fact-based war novels written by people who had experienced the Asia 
Pacific War first-hand.” (Williams & Stahl :53)… 
 
Murakami’s reflections on war which are described as less conventional from other novels 
depicting war makes it particularly interesting to look at how art can convey general cultural 
currents and what happens when traumatic events are portrayed or interpreted on the individual 
level. 
When talking about Murakami’s preoccupation with Japanese currents or events and about how he 
manages to preserve “Japaneseness” it becomes relevant to consider “Japaneseness” as a concept 
and to outline to some extent features of Japanese history and culture. The following paragraph with 
provide a brief presentation of Japanese history and culture, looking at language as a constituent 
factor when it comes to the perception of the individual –the self – and presenting chosen traumatic 
events which have had a major impact on the country. This will be done with a “individual-
collective” distinction as a focal point. 
 
6.3 Japanese Culture and consciousness - Putting Murakami into a Japanese cultural context 
 
The concept of nation and of nationality is not entirely unambiguous. There are countless 
perceptions of given cultures even within the same culture. This is what makes it practically 
impossible to answer the question: what is “Japaneseness”? As a result we will not try to answer 
this question but instead very briefly try to outline a set of chosen characteristics that can tell us 
something about Japanese culture. One place to look for such characteristics is in linguistics. 
Language functions as a very determining or characterizing factor when it comes to defining culture 
and nationality. Different languages, forms of communication, different words, figures of speech, 
are tied to different cultures. And scientists evening refer to language as being constituting and 
constructing reality as it is perceived in our minds (Stevens 1996:239-241). This can be observed 
more specifically through language. A prominent linguistic feature of Japanese is its numerous 
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pronouns. 
 
“According to Harré and Gillett (1994), the English and Japanese languages represent two 
extremes in the use of personal pronouns. English has very few pronominal devices (e.g. ‘I’, ‘me’, 
‘you’, ‘he’, ‘she’, ‘we’), whereas Japanese contains one of the most expansive pronominal systems 
so far found: ‘The resources of Japanese are such that in a conversation between two Japanese 
people using pronouns and verb inflections something like 260 different social relations between 
them could be presented […]’ (1994, p.105).” (Stevens 1996:232). 
  
This shows a Japanese emphasis on the collective very opposite to the western focus on the 
individual. Something which must be present in a Japanese consciousness.  
 
“Kondo argues that were ‘personne’ (the self, the concept of person) in Japanese culture differs 
from concepts of the person found in contemporary North American or British culture is in the 
assumption of the fundamental connectedness of human beings to each other and the centrality of 
social obligations in everyday life. […] Two North American social psychologists argue, Markus 
and Kitamaya (1991), argue that this interconnectedness is evident nut just in the Japanese 
definition of self (as jibun – meaning ‘one’s share of the shared life space) but also in the emphasis 
placed on the control of personal desires ambitions and preferences which might disturb the 
collective equilibrium. This blurring of ‘self’ and ‘society’ is particularly evident in anecdotes, 
proverbs and clichés Japanese culture endorses […].” (Stevens 1996:231). 
 
This tells us something about the perception of the self in Japanese culture and it shows the very 
strong presence of the notion of the relation between the individual to its social surroundings, the 
various social statuses and different ways of being connected, in the Japanese collective 
consciousness. This can also be observed in Murakami’s work. As mentioned earlier Murakami’s 
novels very much reflect this perception of the interconnectedness of the individual and the 
collective. So when Murakami deals with the concept of identity in his novels it does not mean 
abandoning the idea of connectedness and of the individual’s responsibility in communities. It does 
not mean abandoning the idea of Japaneseness and acknowledgement of his belonging to Japanese 
culture.  
Because within the individual’s quest for understanding identity, lies the notion of the collective 
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identity and of the common history that is shared. Maybe this is why Murakami’s stories and 
characters manage to preserve “their essential Japaneseness”. 
Accepting the social constructionist quality of language does not mean rejecting the existence of 
factors that actively shape the perception of nationality – the idea of events that combine us and 
shape our common perception. To have a notion of nationality at all we must have certain features, 
characteristics or events that we attribute to a nationality, nation or country. The concept of history, 
a perception of events we all remember, that we highly identify with plays a determining part in 
tying the notion of a nation together in collective memory.  
Especially radical events such as war or disaster seem to have the ability to create a sense of unity 
and solidarity. Although it is not a field of investigation for this project, this specific effect of 
catastrophes makes one wonder whether societies that have experienced much hardship have a 
stronger sense of connectedness – if there is relation between radical events and a country’s social 
cohesion. For now it can just be said that the history of Japan contains a fair share of major dramatic 
events such as the Pacific War, the atomic bombing of Hiroshima and Nagasaki, the Kobe 
earthquake, the Sarin gas attacks and most recently the 2011 earthquake and tsunami followed by 
the meltdowns at the Fukushima Daiichi Nuclear Power Plant.  This history of traumatic events cannot 
be ignored when it comes to understanding Japanese culture and it is consequently reasonable to 
consider the presence of trauma in the collective Japanese consciousness.  
This becomes especially significant when it comes to analyzing pieces of art from a specific culture. 
 
In “Imag(In)ing the War in Japan: Representing and Responding to Trauma in Postwar Literature” 
Alan Tansman stresses the importance of understanding the relation between art, history and 
trauma: 
 
“This essay explores my experience in the American university classroom teaching responses by 
twentieth-century Japanese and Jews to catastrophe. It raises concerns about the ethics of such a 
comparison even as it finally deems the comparison necessary for understanding the tangle of art, 
emotion, psychology, and history in which the response to catastrophe is enmeshed. The Nazi 
murder of the Jews and the dropping of the atomic bomb on Hiroshima have occupied the modern 
historical and literary imaginations of these two peoples, molding their cultural and political 
identities and generating profuse expressions of their responses. […] The imprint of these events, 
after more than half a century, is deep and indelible.” (Stahl & Williams 2010:27). 
42 
 
 
After having outlined significant features and events of Japanese culture and history it is clear that 
Japan is an interesting field for studying how traumatic events braid into memory and the 
understanding of nationality. The Pacific War, the dropping of the atomic bomb on Hiroshima and 
Nagasaki do seem to be the most radical examples. We have however chosen to deal with a 
different and perhaps less obvious traumatic event than war. The 1995 Earthquake in Kobe often 
referred to as “The Quake” shook the entire nation. Haruki Murakami’s short story collection “After 
the Quake” is written as a direct reaction to this event which makes the collection highly relevant 
for an inquiry into the relation between inspiration and trauma. In the following section the incident 
of the earthquake and the short story collection will be presented. 
 
6.4 The 1995 Kobe Earthquake  
 
The 1995 Kobe earthquake, also known in Japan as the Great Hanshin-Awaji Earthquake Disaster, 
occurred on Tuesday, January 17th, 1995 in the southern part of the Hyogo prefecture in southern 
Japan at around a quarter to nine in the evening and measured around 7.2 on the Richter scale12.  
The Richter Magnitude Scale, as it is properly called, is a base-10 logarithmic scale. This means, in 
short, that an earthquake measuring 8.0 is 10 times more powerful than one measuring 7.0.  
Although the main quake lasted no more than 20 seconds, aftershocks could be felt for as long as 
1½ years after the actual earthquake.  
The tremors caused extensive damage throughout the greater Kobe area13, Kobe at that time being a 
city of approximately 1.5 million inhabitants, including the collapse of the Hanshin Expressway. 
Furthermore around 200,000 buildings were critically damaged and in addition to the extensive 
material damage, the tremors claimed around 6,400 lives, 4,600 of whom were from Kobe14. 
In response to the earthquake, help was offered from multiple nations, including the United States, 
the United Kingdom and South Korea. However, this was initially refused by the Japanese Prime 
                                                           
12
 http://www.city.kobe.lg.jp/safety/hanshinawaji/revival/promote/img/january.2009.pdf  
13
 http://www.youtube.com/watch?v=q-I3ZRAtbP4 (eyewitness video) 
14
 http://earthquake.usgs.gov/earthquakes/world/events/1995_01_16.php  
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Minister at the time, Tomiichi Murayama, and similarly to the Fukushima earthquake of 2011, the 
national government of Japan was criticized for not acting quickly enough to save lives15, as well as 
for poorly managing volunteer helpers, which converged on Kobe from all over Japan in order to 
lend aid, however they could. An estimate of around 1.2 million people became involved as 
volunteers in the first three months after the quake. Due to this surprisingly large number of 
volunteers from all over the country, the Japanese government declared in December 1995 that 
January 17th become a national “Disaster Prevention and Volunteerism Day”, commemorated with 
lectures, workshops and the like.  
The earthquake consequently stands as a devastating disaster in the history of Japan. 
 
6.5 The Quake and “After the Quake” 
 
“In 1995, the physical and social landscape of Japan was transformed by two events: the Kobe 
earthquake, in January, which destroyed thousands of lives, and the poison-gas attacks in the Tokyo 
subways in March, during the morning rush hour. Following these twin disasters, Haruki 
Murakami abandoned his life abroad and returned home to confront his country's grief.” 
(Murakami-homepage). 
      
In confronting his country’s grief Murakami wrote six short stories collected under the main title 
“After the Quake”. In the short stories the reader follows a motley litter of characters a couple of 
weeks or months after the quake. They primarily live peripherally to the epicenter. Conveniently, 
none of them have seemingly been affected directly by the quake. They go on with their respective 
existences but the quake still stands on the edge as a mysterious beast, an event that lurks in their 
everyday awareness. It seems that the event of the quake is a remarkable force that is present in 
their everyday experiences although it is difficult to pinpoint how. The weeks following the quake 
depicted in the short stories more or less portray characters whose lives are slowly disintegrating 
and the trail of destruction can be traced back to the quake. 
 
“But the most compelling character of all is the earthquake itself-slipping into and out of view 
                                                           
15
 http://www.georesources.co.uk/kobehigh.htm  
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almost imperceptibly, but nonetheless reaching deep into the lives of these forlorn citizens of the 
apocalypse. The terrible damage visible all around is, in fact, less extreme than the inconsolable 
howl of a nation indelibly scarred-an experience in which Murakami discovers many truths about 
compassion, courage, and the nature of human suffering.” 
(http://www.murakami.ch/hm/bibliography/bibliography_after_the_quake.html). 
 
To shed light on the relation between traumatic experience and art and how this can be investigated 
on the individual level whilst drawing parallels to collective experience, the short story titled “Super 
Frog Saves Tokyo” will be analyzed and interpreted. 
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7.0 Analysis 
 
In order to shed light on the relation between magical realism, trauma and text, the following 
sections will analyze these three concepts in relation to the focal points of this project. Later, a 
discussion will be conducted to interpret the results generated. 
Throughout this analysis it is important to keep in mind, as mentioned in section 4, that the presence 
of literary techniques in the genre of magic realism does not necessarily mean that the text is deeply 
rooted in the genre and cannot have aspects of other genres. Magic realism can also function as a 
mode and be present in other genres in the form of its magic elements. What is of key importance in 
this analysis is to draw out the elements of magic realism and to discuss how these techniques can 
underline the subtle presence of trauma, and not to state that the short story “Super Frog saves 
Tokyo” is completely magic realist.  
 
7.1 Magic realism and text 
 
This section will attempt to depict and analyze some of the different literary techniques used in 
Murakami’s short story Super-Frog Saves Tokyo. There will be a focus on the devices used in a 
typical magic realistic text and how these are applied in this specific short story. The goal of this 
section is not to investigate whether or not Murakami makes a deliberate use of these techniques 
and for what purpose, but merely to point out how they come across in the text. Later on there will 
be a more general analysis on how these techniques of magic realism can be connected to trauma.  
The first and most apparent magic realist technique which can be found in the short story is 
literalization. In the aforementioned chapter on functions and techniques the technique and its 
function in the magic realistic genre was described, and it was concluded that literalization is the 
technique to “illustrate how magic realist fiction frequently insists that metaphors, idioms and 
sayings are to be understood as literally true”. But this technique withholds another technique 
which is an integrated part of literalization, and that is the genre’s ability to normalize a situation 
that would under realistic standard be absurd. This normalization of magical situations is part of 
making the reader able to accept the magical elements as literally true. This normalization of 
strange elements is apparent throughout the entire plot of the short story.  
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In the short story our main character, Katagiri, is confronted with a giant frog that talks and has 
magical powers. The existence of a giant frog that talks can hardly be considered normal, but 
Murakami writes about it in such a way that we are able to perceive this element from another 
perspective. The best way of describing this effect is when Katagiri meets Frog for the first time, 
and frog ask if he would like a cup of tea; “how about a cup of tea? I thought you would be coming 
home soon, so I boiled some water.” (Murakami, 2002:83). This relaxed attitude of the giant frog, 
standing in Katagiri’s home bidding him a cup of tea, seems so normal and comfortable that we 
cannot help but feel relaxed about the situation. Despite the fact that the thought of a giant frog 
serving tea is still ridiculous and abnormal in our minds, the situation and combination of magic 
with reality is normalized. Another example that makes the reader accept the frog’s presence as 
reality is when Katagiri asks for permission to smoke; “Do you mind if I smoke?” (Murakami, 
2002:83). The fact that Katagiri asks for permission insists to the reader that the frog must be real 
since it seems to have some sort of authority in the situation.  An additional interesting element 
throughout the story and which links the magical creature to reality, is Frog’s references to literature 
from our own world (Murakami, 2002, 94). This makes the contrast between magic and realism 
even more blurred.  
Another device of magical realism used in “Super Frog Saves Tokyo” is the “matter of fact” way of 
dealing with magical elements as if they were the most natural thing in the world. This is something 
that, as mentioned in section 4.2, causes a great deal of awareness and reader hesitation.  
The first indicator of this in the short story that fully confronts us with this “matter of fact” 
experience is on page 86 where the frog has information of the impending earthquake that will put 
Tokyo in ruins. Frog uses many details to describe what damage the earthquake will cause, and 
convinces the reader of the validity of the information. It is simply a matter of fact. Another 
example of the matter-of-factness is on the same page at the end of the first section, when the frog 
describes how cause of the earthquake is a giant angry worm. The fact that it is not elaborated on 
and discussed like a natural cause for an earthquake, makes the whole situation even more vivid, 
intriguing and mysterious for the reader. The way in which it is written makes it possible for the 
reader to logically internalize the idea of a giant angry worm causing this damage. A different 
example can also be seen on page 88 where Katagiri asks from where Frog has this kind of 
information and Frog answers, “I have reliable information on the timing and scale of the 
earthquake from some of my best bug friends”. Murakami is, maybe even intentionally, applying a 
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humoristic and bizarre feeling to the situation when he asks the readers to take Frog’s statement for 
granted, when our norms and mind tells us that it is rubbish.  
The last technique that this section will point out in the short story is the defamiliarizing technique. 
The aforementioned techniques are all devices that have a defamiliarizing affect. Normalization of 
bizarre elements and the “matter of fact” attitude towards absurd scenes are both devises which can 
be connected to this technique, but there are other strikingly vivid examples of this in the short 
story. The most obvious and influential aspect in this short story is the presence of magical 
elements. These magical elements can have a powerful influence of how we perceive certain 
objects. If we take the example of the character “Frog”, we all have a very clear notion of what a 
frog is. Before we even put our eyes on a frog, our norms and associations with what we know it to 
be, have already formed a pre-imposed picture in our head. This familiar picture can nonetheless be 
made strange by giving the frog magical abilities, like human properties such as the ability to talk. 
The new properties of the frog replace what we know and force us to see the frog in a new way.  
This is a very important aspect of the short story. If the reader cannot see the frog for what 
Murakami presents it as, we will never allow ourselves to believe as Katagiri believes. Allowing 
ourselves to be part of the defamiliarization process can ultimately provide a better understanding of 
the story. This observation deals with the impact of ostranenie on a higher level of understanding 
the story, but if we turn our attention towards the details, it becomes evident that this technique can 
be found in the smaller elements of the story too.  
At page 86 Katagiri’s job situation is described in a way reminiscent of a battle ground, using words 
like “battle” and “fought”. “Katagiri had fought his way through many a battle”. His work is 
tedious and he does not enjoy it. He is a simple office man who works with loans. But the 
description in which a war discourse is employed offers a new representation of his work, and it 
makes him seem very brave. This makes the reader to rethink his job situation and his character. 
Had Murakami chosen to describe his job in an ordinary manner, stating all the things we expect to 
hear when describing a usual and seemingly pretty boring job, it would probably not have made 
Katagiri sound so heroic. This makes it reasonable to assume that Murakami is employing 
defamiliriazation purposely, especially as Frog is also used to argue for Katagiri’s suitability for a 
task which one would assume would call for a more heroic type than an office man. Murakami here 
offers a different image of the hero as it is proven in the short story that sitting behind a desk does 
not make Katagiri less of a man and that a hero can embody various qualities. 
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Sub-conclusion 
The text is saturated with magical elements and different techniques of the genre. In spite of this, it 
is also a text which withholds many elements that have nothing to do with the magic realist genre. 
One major issue that goes against the text belonging in the genre of magic realism is Katagiri’s 
questioning of the frogs existence. Despite the matter of fact way of writing about Frog, the 
traditional way of writing in magic realist genre would probably mean that Katagiri would have 
accepted the existence of ‘Frog’ instantly. This observation makes it necessary to reconsider the 
unpredictable way in which the genre operates. The elements of the genre and the feeling can be 
present in all kinds of texts where there is a form of magical creative writing deployed. But the 
question of this specific project is not to engage in a genre discussion, but to accept the fact that 
dealing with trauma can be done via the magical elements and the techniques of the genre alone, 
and does not have to exclude the presence of other genre devices and modes.  
Despite the fact that this short story cannot be labeled as a magic realist text in all its forms, it is in 
fact that these magical realist techniques all help form an insight as to how influential magic realist 
devices can be in terms of manipulating the mood and “experience” of the text, and they do 
compliment the underlined expression of a very primal fear which is present throughout the entire 
story.  
All these separate elements function on a complex level, the next section of analysis will look into 
the larger scale of text interpretation and present an analysis which will focus on the theme of 
trauma. 
 
7.2 Trauma and the text ”Super Frog Saves Tokyo”  
– Existence, powerlessness and discrepancy on an individual and collective level 
 
In the following section the short story “Super Frog Saves Tokyo” will be analyzed and interpreted, 
focusing on how the short story might express aspects of trauma. This will be done with an 
individual/collective distinction, looking into how the short story conveys trauma on the individual 
as well as the collective level and how the short story reflects the sentiment of the time which it 
represents.  
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“A touch of psychological terror. As Joseph Conrad once wrote, true terror is the kind that men feel 
towards their imagination” – (Murakami 2002:92) 
 
Imagination can be a burden at times. The ability to conjure up vivid mental images, more or less 
realistic, is beneficial, desirable and necessary in many respects but sometimes this ability can 
become too intense and maybe even autonomous. Being able to imagine things that are not actually 
there makes it possible for one to plan, to invent and to calculate causal relations and consequences 
but all of these practical and useful purposes denote connotations of control. However, imagination 
is not always under control. We are familiar with this fact maybe most conspicuously from 
nocturnal dreams. A confusing and alarming feeling is the feeling of being out of control – the 
feeling of not being able to influence ones state of being in order to experience coherence and 
stability. We know this from bad dreams and nightmares, waking up confused and desperate for 
consistency and continuity. In this way imagination can generate fear and confusion where these 
emotions seem to have no anchoring in reality, no urgent function or purpose to fulfill for survival, 
which can seem even more alarming… This is the matter that some forms of anxiety are made of. 
Radical experiences can furthermore nourish this feeling of urgency and make it difficult to 
differentiate between reality and imagination. Sometimes when experiences are so incredible that 
they go beyond comprehension we become paralyzed from the powerlessness that we feel and we 
simply accept incoherence and absurdity.  
 
Imagination, the absurd and powerlessness are thematic focal points in “Super Frog Saves Tokyo” 
by Haruki Murakami. The tone of the short story is set immediately with the title, as well as with 
the very first sentences: 
 
“Katagiri found a giant frog waiting for him in his apartment. […] “Call me ‘Frog’,” said the frog 
in a clear, strong voice.” (Murakami 2002:82). There is no question that what Katagiri experiences 
is convincing and this quote is a good example of the attitude of matter-of-factness in the style of 
which the story is written. Katagiri is puzzled and troubled over the presence of Frog in his 
apartment but he does not display apparent terror or similar intense emotions that one might expect 
from someone who encounters a giant frog. He is wondering and calmly asks questions that might 
help him to get a grasp of the situation (Murakami 2002:82). The short story begins in medias res as 
the reader is thrown head first into this encounter between Mr. Katagiri and Frog. These are the two 
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main characters and they stand as polar opposites: Katagiri is a representative of what is graspable, 
concrete and expected, he stands for and exists in accordance to the rational, the logical reality. 
Frog is a representative of the absurd, the metaphysical and the unexpected, he stands for the 
intangible, what we cannot see with the naked eye, he represents belief and imagination. It is on the 
interplay between these two characters, maybe two levels of reality or experience that the short 
story dances, in a way that comes very close to resembling a dream. This is depicted via the 3rd 
person omniscient narrator, giving insight mainly to the sentiments of the character Katagiri. The 
character Frog is depicted primarily through direct speech. But although Frog represents 
imagination it is difficult to say whether he exists as a result of imagination or whether he is in fact 
real: 
 
“A real frog is exactly what I am. A product of neither metaphor nor allusion nor deconstruction 
nor sampling nor any other such complex process, I am a genuine frog. Shall I croak for 
you?”(Murakami 2002:85). 
 
Frog contains simultaneously the daft and eloquence and logical inference (Murakami 2002:84,92). 
Furthermore he insists that he exists, that he is not born out of imagination. He provides proof of 
this by collecting a bad debt from a significant client that Katagiri has been struggling with 
(Murakami 2002:92). So Frog seems intelligent, he is well read and convincing and in this way he 
almost seems more real than Katagiri.  
The character of Katagiri is not very colourful. No information is given about his tastes, his likes 
and dislikes, and his relations to other people are limited and insipid. Furthermore he does not think 
anything of himself either: 
 
“He was perfect for the job: no wife, no kids, both parents dead, brother and sister he had put 
through college married off. So what if they killed him? It wouldn’t change anything for anybody - 
least of all for Katagiri himself.” (Murakami 2002:87). 
 
Katagiri has no preference for either accepting or rejecting his task, he really does not care, he is 
merely in disbelief that he can be of any use in this matter (Murakami 2002:93). The most 
characterizing and fundamental thing that can be said about Katagiri is that he is dutiful and 
dependable so in this way he appears to be a rational person though slightly devoid of personality 
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(Murakami 2002:86-87). To a predominantly sound person nothing can logically rationalize the 
presence of an over dimensioned amphibian in one’s apartment. So how can he accept the existence 
of a giant frog claiming that he is able to help prevent an approaching earthquake caused by a worm 
(Murakami 2002:87-89)? How might Katagiri’s experience and reaction be explained? 
Adhering to the principle of Ockam’s razor, the simplest explanation seems to be that Frog is 
unquestionably a figment of Katagiri’s imagination. Assuming that the Kobe earthquake has 
affected Katagiri, Katagiri’s mind is working, presumably on a subconscious level, to process the 
stimuli that he has generated subsequently as a reaction to the earthquake. Katagiri’s imagination is 
working on overload to rationalize what cannot be rationalized: the unpredictable and the 
inexplicable. The event of catastrophes that shake us to the core.  
Being a person that thrives with routine and monotony it is reasonable to assume that such an 
experience can be very upsetting, even if experienced indirectly. So creating an imaginary frog is a 
coping mechanism for Katagiri. 
 
““To tell you the truth, Mr.Katagiri,” he said, “I’m the one who will do all the fighting. But I can’t 
do it alone. This is the key thing: I need your courage and your passion for justice.”” (Murakami 
2002:90). 
 
Katagiri’s subconscious is trying to understand and accept his powerlessness and thereby to 
artificially create the stability that he needs. Frog provides Katagiri security in the fact that Katagiri 
is not standing alone, he is getting help. In addition Frog provides Katagiri with control in the fact 
that Katagiri is granted power to influence the chain of events. Frog does not really explain himself, 
how or why he exists. There is a dream’s logic to the entire experience - dreams do not explain 
themselves and they can be very convincing. Especially when they are born out of fear or desire. 
The fear we see here is Katagiri’s fear of instability and his desire is to experience some sort of 
feeling of control. This might enable him to resolve his discrepancies with unpredictability and 
thereby deal with his fear.  
 
“[Worm is] just lying there feeling every little rumble and reverberation […] and absorbing them 
into his body, and storing them up. And then, through some kind of chemical process, he replaces 
most of them with rage. Why this happens I have no idea. I could never explain it. […] Please don’t 
misunderstand me, though. I feel no personal animosity towards Worm. I don’t see him as the 
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embodiment of evil.” (Murakami 2002:88). 
 
Most important for creating a sense of control is the explanation. We do not understand catastrophes 
because they cause so much pain but there is no evil mind behind it. We need an explanation but 
there is none and there is no one to blame. This can also cause a feeling of guilt which can be seen 
in the fact that Katagiri tells himself via his imagination that he would actually be able to help 
prevent devastation (Murakami 2002:89). Somehow Katagiri is better able to accept that there is no 
explanation when hearing it from Frog. Here it furthermore becomes evident how catastrophe 
compels and inclines one to engage in existential thinking, which seems to be hinted at by the 
author himself when quotes from existentialist philosophers are employed in Frog’s logical 
inferences (Murakami 2002:90,99,100). 
 
Ultimately we can see how the imagination gives preconditions for generating a trauma, as it 
provides the possibility for reliving one’s experiences vividly. But at the same time it provides the 
possibility for resolving trauma if one is able to re-contextualize or rationalize and thereby resolve 
the discrepancies generated from chaotic experience. From the trauma of the quake Katagiri is 
terrorized and his imagination provides a defense mechanism to resolve the discrepancies, the 
different emotions inside of him fighting the trauma. 
Interpreted in this way, Murakami has managed to convey the fear that is left behind in a person 
after having experienced a ground shaking event. 
This is how one can see the direct line between the earthquake and the artistic product, how the 
short story directly relates itself to trauma, to a Japanese state of terror and crisis. 
 
The year 1995 was an especially trying year for the Japanese people. The massive devastations of 
the Kobe earthquake, the domestic terror attack on the Tokyo subway, and the financial crisis are all 
events that have had an impact on the individual as well as the collective. These issues are treated 
thematically through the short story. The earthquake most obviously, but also the financial crisis 
which can be observed via Katagiri being assistant chief of the lending division of a bank, and 
therefore in what one is tempted to call the epicenter of the financial crisis.  
Bearing these issues in mind provides a context for the short story and adds to the image of 
instability and the uncertainty that the Japanese people were dealing with at the time. The setting of 
the story conveys the hopelessness that follows the event of a traumatic crisis on a national scale, 
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for though the Kobe earthquake obviously struck the immediate surroundings of Kobe, the whole of 
Japan felt the aftermath. As Frog puts it: 
 
 “”Pure hell. People will be made to realize what a fragile condition the intensive collectivity known 
as ‘city’ really is.”” (Murakami, 2002:86).  
 
The fragility that Frog describes, the heightened awareness of the dangers and the conditions of life, 
are the echoes of natural disasters and after the Kobe earthquake the Japanese people realized their 
mortality. Frog’s use of the words “people” and “collectivity” implies the way that an extensive 
catastrophe is able to have an influence which is not restricted to its immediate surroundings. This 
is also manifested in the character of Katagiri who has been in the perimeter of the impact of the 
earthquake but nevertheless feels its rumbling in his consciousness. In this Murakami portrays how 
the earthquake had an impact on the collective and not only the individual. Here the character of 
Katagiri can be perceived as a symbol of the common Japanese individual which is also supported 
in his transparency as a character: 
 
“”Because, Mr. Katagiri, Tokyo can only be saved by a person like you. And it’s for people like you 
that I am trying to save Tokyo.”” (Murakami 2002:93). 
 
What drives the plot is Katagiri’s opportunity to save Tokyo and finally have a direct effect on his 
surroundings. As mentioned before Katagiri is described mostly in terms of his reliability and 
effectiveness but more colourful information about his personality is either nonexistent or left out. 
Although it is reasonable to assume that this would make identification with the character more 
likely as it is practically characterless and in this sense more open for interpretation, this fact does 
not make Katagiri more relatable. His character is not in itself interesting but rather what Katagiri 
experiences and how he experiences it. The fact that the character to a substantial extent has empty 
space on his canvas makes it possible for him to be a representative of a general or collective 
sentiment. Thus, we experience the Japanese sense of powerlessness mediated via Katagiri. 
Katagiri’s arbitrariness is custom made for telling the story of the trauma that is the aftermath of an 
earthquake. Katagiri, like Murakami himself, was not a firsthand witness to the Kobe earthquake, 
but the impact of the event is not less genuine because of this circumstance. The character of 
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Katagiri bears witness to the wide ranging impact that devastation can produce and how it reaches 
the individual as well as the collective experience and consciousness. 
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8.0 Discussion  
 
The following sup chapters will attempt to discuss the results of this project and put them in 
connecting with experience and genre and furthermore look at the influence of writing on the 
quality of life. 
8.1 The connection between traumatic experience and genre.  
 
“The whole terrible fight occurred in the area of imagination. That is the precise location of our 
battlefield. It is there that we experience our victories and our defeats” (Murakami, 2002:98) 
Throughout this project the function and the definition of magic realism and the literary techniques 
employed by this genre have been accounted for. It has now become evident that one overall 
function of the genre can be to re-present a traumatic memory. But exactly how does this particular 
genre do this? And why is it that trauma is so well-connected with the universe of magic realism? 
This section will discuss this in relation to the aforementioned chapter on the functions of magic 
realism. Thus taking the question of, what role the genre plays in presenting trauma, a step further – 
asking why this is one of the most prominent genres of portraying a traumatic experience. 
One of the leading people of this discussion is Eugene L. Arva, author of “The Traumatic 
Imagination”. In his book, Arva deals with the histories of violence in magical realist fiction and 
focuses a great deal on the connection between the trauma theory and the magic realist genre.  
One of the concepts that Arva works with which is of key importance in understanding the relation 
between trauma and text, a concept he defines as Traumatic Imagination. The connection between 
magical realist writing and trauma is something that requires an: 
 “interdisciplinary conceptual tool; The term that I propose, “traumatic imagination,” 
is intended to describe an empathy-driven consciousness that enables authors and readers to act 
out and/or work through trauma by means of magical realist images” (Arva 2011:5).  
This tool, traumatic imagination, is closely related to our own concept invented in this project 
which is traumatic inspiration. But the difference between those two concepts is that, in the case of 
traumatic inspiration, a traumatic event can inspire the writer to write, not only in terms of being 
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fuel for imagination but also as a motivating factor, meaning that once inflicted by trauma one feels 
motivated and inspired in such a way that the person can’t help but write in order to reflect and 
create coherence.  
Whether this inclination to write is driven by imagination and/or inspiration, it is something that is 
responsible for many literary texts which struggle with re-presenting the un-presentable. Arva also 
states that traumatic imagination via this representation can help reconstruct events or memories 
which have been forgotten. This forgetting of trauma can be just as agonizing as it is to remember 
them (Arva, 2011, page 5). Another way of explaining and understanding traumatic imagination is 
by looking at traumatic imagination as a tool of making a memory artistically visible, in Arva’s own 
words:  
“When the overwhelming violence of an event prevents it from being rationalized and 
archived in the subject’s consciousness as it occurs, the traumatic time-space is so shaky that 
making it artistically visible requires an act of imagination, which I call traumatic.” (Arva 2011:5).  
With this in mind Arva further states that it is important to know that magic realist writing is not 
meant to be an escape from painful memories and historical “facts” or a distortion meant to make 
the trauma more cognitively or emotionally pleasant. But rather as one of the most effective means 
of re-creating and coping with painful memories (Arva 2011:5). As a result of this we must be 
aware that magic realism does not attempt to show what actually happened but how it was 
experienced. This is probably one of the reasons that trauma connects so well with this particular 
genre, since the genre will allow the subject to show the feelings and experience of an event and not 
the facts which another genre might require in order to function. Such facts might also be difficult 
to take a stand towards if you lack the coherence of a painful memory, and very often the reality 
will not be able or sufficient enough to present the individuals experience. Transforming the 
memory to what Arva calls traumatic imagination alters the individual and the collective traumatic 
memories into narrative memories and integrates them into an artistic reflection of a stressful 
situation (Arva 2011:6).  
Another aspect for discussion is what elements trauma and magic realism shares. One common 
ground that those two concepts seem to share is a base in the ontological field. Arva states that; 
 “Magical realism, as a mode of textual representation, gives traumatic events an 
expression that traditional realism could not, seemingly because magical realist images and 
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traumatized subjects share the same ontological background, being part of a reality that is 
constantly escaping witnessing through telling.” (Arva, 2011, page 6).  
This common foundation in ontology is based on the experience of a supernatural an uncanny 
reality which creates a great deal of uncertainty. Coping with extreme states of uncertainty is also 
characteristic of dealing with trauma. Having a shared point of departure in a reality that constantly 
creates uncertainty, the two subjects, trauma and magic realism, connect in a way that trauma and 
realistic representation could never do, and consequently it makes magic realism a more accessible 
tool for mediating trauma.   
Sub-conclusion 
Based on the abovementioned points it can be suggested that the link between trauma and the 
writing is established through the concept that Arva calls traumatic imagination, which is closely 
related to what we call the Traumatic Inspiration; a compulsive call for storytelling and an inner 
urge of the writer to restore the traumatic stories that generate emotional distress. This is done 
through narrators and characters which can re-present these traumatic memories. In relation to this 
the fantastic element is an essential component of magic realism, perfect for creating a bridge 
between the chaotic realities and the readers need for expression.  
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8.2 Quality of life and Writing 
 
As stated previously in the project, the quality of life can be influenced in various ways. This 
section will be discussing the act of writing as something that might influence the quality of life of 
the writer. In the previous chapter Haruki Murakami's “Super Frog Saves Tokyo” was analyzed and 
interpreted with a focus on the short story’s depiction of trauma, on its purpose and its relation to 
the sentiment of the time it represents. To move forward with this analysis in mind it will be 
discussed what role the act of writing can play in influencing quality of life when dealing with 
trauma.  
 
As mentioned in 5.2 writing can function as a therapeutic tool. Creating art in general is often 
perceived as useful for processing life events, emotions and conditions and writing is one method 
which can be employed in this respect. Often when we write it is simply because we cannot help it, 
and sometimes it is a direct reaction towards some sort of experience upon which we need to reflect 
in order to obtain a more nuanced understanding. Lyricist Tuomas Holopainen has openly 
confirmed his writing to be a way dealing with the tragedies in life. This provides a strong argument 
for how writing might influence one’s quality of life when aiding one to overcome problems. 
Nothing suggests that the therapeutic opportunities of writing are restricted to genre or composition. 
It is also difficult to determine whether some genres are more suitable for the processing of life 
experiences, however diaries are often connected with therapy as it appears to be a very direct way 
of dealing with experiences. However, as found in this project the genre of magic realism proves to 
be a suitable for conveying life experience such as trauma. For some artists, as mentioned 
previously with the Holopainen and Balys Sruoga, their creations to themselves are like diaries. 
This direct reflection upon and processing of experiences via the text is comparable to the literary 
technique of defamiliarization: when the writer describes and re-contextualizes experiences it can 
serve to perceive these in a new unfamiliar way. One might imagine how this can function as a tool 
for overcoming something disturbing or frightening as this can heighten perception and 
understanding and thereby reestablish a sense of coherence. Graham Greene, British playwright of 
the 20th century, has even gone as far as saying that “Writing is a form of therapy; sometimes I 
wonder how all those who do not write, compose or paint can manage to escape the madness, 
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melancholia, the panic and fear which is inherent in a human situation.”16 
 
The quality of life is connected to the theory of flow. As stated in the 5.1 chapter the flow state of 
mind allows a person to fully concentrate on whatever he or she is doing, it helps to get completely 
absorbed by the activity. This state of experiencing exhilarating concentration, engaging deeply in 
something can generate a sense of satisfaction which in turn can lead to genuine feelings of 
happiness, not stating however that this is guaranteed. Writing is one activity that allows a person to 
enter into a state of flow. 
As mentioned in the 5.2 chapter, influencing the quality of life involves a balance between the 
positive and negative emotions. Writing can help to solve the increase of negative emotions, as the 
person gets the chance to go through the events that caused these emotions and pull it apart, 
eventually helping himself or her to overcome it. Cohn has already said that human beings desire to 
decipher what they do not understand. For some writing is of help in this aspect: by writing down 
everything that is causing chaos in the mind, one might be able to look at it more clearly, and 
organize it to resolve the causes of distress. An important point here is that a chaotic experience 
does not have to be experienced directly in order for it to cause distress. Anything can influence a 
person and it is presumable that chaos is generated subconsciously.  
James F. T. Bugental argues that no human being possesses access to his or her true center. 
(Bugental 1976:2). One might theorize about writing as a tool that might help gain access to some 
extent, as some people are only capable of opening up discussing their problems through writing. 
He also argues that humans are maimed by the variety of influences, and in this sense those 
influences can be seen as the traumatic ones, that can influence the quality of life. Not all influences 
are traumatic but the negative ones have great power to affect a person. 
Dealing with aspects of life that influence us is a way of coping with life – the positive as well as 
the negative aspects – and the flow experience is a way one might process life, directly or indirectly. 
Philosophising further, any person engaged in flow activity could, in some way, be considered an 
existentialist. As stated in the previous chapters, existentialism is boldly understood as “care of the 
self”, and writing could be understood as a way of caring for oneself. Without saying that everyone 
is an existentialist, or that every writer is, existentialism still proves to be a significant point in this 
respect which is supported by the fact that it is a major focal point of Murakami’s text in which one 
                                                           
16
 http://www.brainyquote.com/quotes/quotes/g/grahamgree170076.html 
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of the points is that a person is what he makes himself to be. Another important aspect of 
existentialism is freedom. Even if temporarily, a person can achieve freedom through writing; not 
necessarily the freedom of the physical state, but in the sense of a freedom of mind, where the 
person writes in order to free himself e.g. from negativity or worrying thoughts. 
 
Summing up, it has been demonstrated how writing can work as a therapeutic tool. From this it is 
possible to argue how the practice of writing might function as a therapeutic process that has the 
ability to influence the writer’s quality of life, although we are not to say whether in a positive of 
negative way as this would entail defining of “the good life” which is entirely subjective. 
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9.0 A Final Discussion - When Are We Traumatized? 
 
When we hear the word trauma we immediately associate it with thoughts of fear, anxiety and 
uneasy thoughts of past traumatic events. All associations which are relatable since most people are 
familiar with these different states of stress. But when are we in fact able to state; “I have been 
traumatized!”? In our project we do not deal with the state of trauma or kinds of trauma, but with 
the writing that can convey and help process trauma and influence the quality of life. Nonetheless 
the question has come up more than once, since we are dealing with an author who write and 
reflects upon trauma, but who was not present at the traumatic event itself. This section will reflect 
upon the question “when are we traumatized?” and discuss whether a writer is entitled to write 
about trauma without having been a firsthand witness. To help enlighten this discussion, this section 
will draw upon some of the viewpoints of Eugene L. Arva, which has been our main source in the 
matter of trauma and magic realism.  
Arva talks about many different forms of trauma and sources of states of trauma. Trauma cannot 
only stem from first hand witnessing but can also be “incurred by indirect or mediated experiences 
of violent events, such as listening to survivors’ (Or trauma patients’) stories, watching war 
documentaries, films and news footage, as well as reading trauma narratives.“ (Arva, 2011:1). This 
indicates that trauma can actually be generated from ‘second witnessing’ and can be generated from 
various sources and forms. Arva describes how a secondary witnessing might manifest itself during 
war and generate feelings similar to having been in the war. During war time a whole nation can be 
traumatized by the accounts and images that are presented through media, even though the common 
population will never experience battle. Arva describes this by stating that “the normality of combat 
zones: Not everyone was in the war, but everyone felt at war.” (Arva, 2011:2). This exemplifies 
that traumatization by witnessing does not necessarily requires one’s physical presence or direct 
exposure to an extreme event. What matters here is simply the feeling – a feeling that is incurred by 
experiencing the event in one way or another, either through oral accounts, written narratives, or 
media (Arva, 2011:2).  In spite of this Arva stills argues that; 
 “Nevertheless, secondary or tertiary witnessing cannot and should not be treated on an equal 
plane with firsthand witnessing, nor can bearing witness by proxy ever be granted the same degree 
of authority to which survivors’ and victims’ accounts are entitled.” (Arva, 2011:2). 
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Ultimately Arva acknowledges the phenomena of secondary witnessing but stresses that it cannot 
be handled as a person firsthand experience.  
In the case of our chosen author as representative for a magic realist text, Murakami is not 
categorized as a first person witness to the Kobe earthquake which inspired his collection of short 
stories “After the Quake”. But this does not mean that his collection cannot have an influence of his 
readers. The readers are still able to relate to the traumatic representation which can make them 
secondary witness of sorts and this can cause the readers to experience some kind of trauma 
themselves (Arva, 2011:6). The important matter here is to differentiate between being a victim (a 
first person experience of a traumatic event) and being influenced by a substitute of a first person 
witness.  
The task of magic realism is not to take a stand in this matter, by differentiating between first or 
second hand witnessing, but rather making them heard for the first time. This brings about a sense 
of conveyance of the authors empathy towards the traumatic event and even if the text cannot 
generate an understanding of the extreme event as a coherent story, it comes closer, via the help of 
magic realism, to the readers’ intangible structure of the world they observe around them. 
Consequently, it is not relevant whether the trauma is of primary or secondary witnessing; it is a 
matter of creating consistency and coherence of extreme events. This new-found consistency and 
coherence of extreme events can ultimately influence the quality of life. 
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10.0 Conclusion 
 
 
“The whole terrible fight occurred in the area of imagination. That is the precise location of our 
battlefield. It is there that we experience our victories and our defeats!” (Murakami 2003:98) 
 
This project has addressed the problem of what can compel people to write and how a traumatic 
experience might influence a text. The main interest has been the relation between art and trauma 
and the way that hardship and pain can serve as inclination as well as inspiration to the writing 
process. Looking into the genre of magic realism with respect to its frequent representation of 
trauma it has been investigated what literary techniques are employed, and what effect they can 
offer to such a representation. The definition of genre here is not deployed to argue the analyzed 
short story’s exclusive belonging to a genre but rather to show how genre specific techniques can 
operate as a mode. Furthermore, the possibility of the practice of writing to influence the writer’s 
quality of life has been discussed. 
It can be argued that one overall function of the genre of magic realism is to represent a traumatic 
memory. What makes the genre ideal for such a representation is its literary techniques that aid the 
conveyance of trauma, making it accessible on multiple levels. The subject of analysis for this 
investigation, Haruki Murakami’s collection “After the Quake”, has purposely been chosen because 
of its direct connection to a possibly traumatizing experience. An analysis and interpretation of the 
short story “Super Frog Saves Tokyo” has revealed the short story’s thematic portrayal of 
existence, powerlessness and trauma via its plot and its characters. In the short story it can be 
observed how the techniques of literalization, normalization, “matter-of-factness”, and 
defamiliarization all function to portray the main character’s trauma and to some extent the author’s 
trauma as well. The title of the short story collection bears witness to the fact that Murakami wrote 
the collection in reaction to the 1995 Kobe earthquake. Here, the direct influence of the earthquake 
on Murakami is evident and it does not appear less real with the knowledge that he was not in the 
country at the time of the earthquake. Murakami has managed to convey the fear that is left behind 
in a person after having experienced a chaotic event and in turn how the influence of such a chaotic 
event is echoed in a population like ripples on the surface of water. The short story’s main 
character, Katagiri, is an image of the mid-nineties Japanese person and within that he also 
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comprises the author and in general how humans can react to chaos and crisis. To the majority of 
the Western population of the world the 9/11 terror attack in New York City still stands as one of 
the most terrifying and memorable calamities even though the physical area of impact was 
comparatively small. The fact that Katagiri has not witnessed the earthquake at firsthand and yet is 
still traumatized exemplifies how trauma reaches the individual as well as the collective experience 
and consciousness. This consideration also has implications for the problem of trauma, of how we 
define it, which suggests that we have to revise how we think about trauma. 
 
A, perhaps obvious, conclusion of this project is that various factors can compel people to write as 
people have their subjective reasons, motives, motivators and subjects of inspiration. However, with 
the investigation’s focus on trauma it has been proposed that a traumatic experience, in particular, 
might be considered a factor that can fuel as well as inspire the writing process and the product. 
Haruki Murakami’s short story is a strong argument in this respect. Seeing that writing can be a 
reaction to trauma makes it reasonable to assume that the practice can serve some sort of function 
for a traumatized writer. As mentioned writing can be used as a method of processing, dealing with 
and thereby overcoming problems and so, when it comes to trauma, what compels one to write is 
the desire to cope with the experience and create coherence. It could even be described to be the 
result of the need to process the traumatic experience. Thus, in this respect being compelled to write 
is to a certain extent or maybe at least partly the result of trauma. This can be seen in two ways in 
Murakami’s short story: the short story collection itself can be seen as a reaction to trauma, and the 
theme in “Super Frog Saves Tokyo” can be interpreted as a direct processing of the specific trauma, 
of both Murakami and the main character. Here the thematic construction of the trauma functions 
on several levels heightening the complexity of the artistic product, vividly demonstrating how 
Murakami’s text has been influenced by a traumatic experience. 
 
Eugene L. Arva argues that writing is one of the most effective means of re-creating and coping 
with painful memories (Arva 2011:5). As we found when dealing with magic realism the genre does 
not attempt to show what actually happened but how it was experienced. Feelings often do not 
explain themselves which is why they create discrepancy. They can be extremely irrational as with 
e.g. jealousy or a phobia. A trauma can operate in the same way as it involves fear and painful 
feelings even when the traumatized individual is not in contact with the source of the trauma. This 
can create a sense of instability and consequently incoherence. Writing provides a method for the 
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author to create a logic within the narrative, a logic within its own universe, where the chaos 
becomes organized and coherence can be restored. Overcoming problems, discrepancies and 
negative feelings is part of life and for some people writing is a useful way of dealing with these 
issues, especially when employed as a way of restoring a sense of coherence in one’s experiences. 
If we are willing to accept that writing can function as a therapeutic tool it is reasonable to assume 
that the practice has the power to influence the writer’s quality of life. Regular practice of flow 
activity can generate satisfaction in the moment, and the experience of recurrent satisfaction to 
some extent comprises a base for positive emotions. Writing can be defined as such a flow activity, 
a state of mind in which the individual is highly concentrated and absorbed in an activity. Here it is 
possible to see the practice of writing as a factor which can actively influence the quality of life to a 
certain extent dependent on the individual. The use of the word “influence” rather than “improve” 
in this respect is crucial as arguing for improvement would entail defining what makes a good life.  
 
The relation between not only trauma and text but also trauma and genre has directed the focus of 
this project toward the genre of magic realism and Murakami’s short story has been employed as an 
example of a piece of magic realist fiction. As mentioned there are aspects of the short story that are 
somewhat incongruous with the genre of magic realism, however Murakami’s belonging in the 
magic realist genre does not exclude the presence of other genre devices or modes. It is evident that 
Murakami’s short story is saturated with magical elements and we have seen how these operate in 
the depiction of trauma. Some aspects of the text cannot be defined as entirely magic realist, 
however this does not place the text outside of the genre altogether. So how might we understand 
Murakami’s relation to the genre? And does the author choose the genre or does the genre choose 
him? 
Here, instead of talking about magic realism as genre it can be understood as a mode. Murakami is 
not writing according to genre conventions, he is not deliberately choosing a genre, he is writing in 
his own Murakami mode. A mode which contains prevailing magic elements in a matter-of-fact 
depiction and this is what can include him in the genre of magic realism. Murakami’s short stories 
are not completely genre defined because he uses the magic realism as a mode rather than a genre. 
The mode can be present without the genre awareness! In this case, it does seem that the genre has 
chosen Murakami. These considerations spawn questions of what defines a text’s exclusive 
belonging to a genre, and when a text be categorized in either a mode or a genre. However, we will 
not go into these questions but merely keep in mind that the genre discussion is not closed or 
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unambiguous. 
 
Summing up, a traumatic experience can be a key factor in inspiring as well as motivating the 
writing process. Magic realism is an ideal genre for mediating the influence of a traumatic 
experience because of its use of literary devices that serve to defamiliarize the traumatic experience 
in order to regain a sense of coherence. This is crucial when it comes to understanding or accepting 
our powerlessness in the case of chaotic events. The devices can also operate on the level of the 
mode. Consequently, writing can serve as a therapeutic tool that has the possibility to influence the 
writer’s life. 
 
 
67 
 
12.0 Reflections upon Weaknesses  
 
In these closing chapters of this paper it is necessary to address some of the limitations that can be 
found in this project.  
We acknowledge that instead of analyzing a single of Murakami’s short stories we could have 
chosen to analyze the entire collection “After the Quake” in order to gain a broader perspective of 
his style. This would also have been beneficial in terms of recognizing specific literary techniques 
throughout his short stories. However we chose to produce a thorough analysis of “Super Frog 
Saves Tokyo” as we believe it represents the theme of the book as an entirety and is sufficiently 
complex for us to obtain an idea of the purpose and function of the short story. 
Magic realism is predominantly recognized and used in relation to Latin American literature. It 
would have been an obvious choice in terms of analytical support to have worked with books such 
as “One Hundred Years of Solitude” (1967) by Gabriel García Márquez, or “House of Spirits” 
(1987) by Isabel Allende. Instead we chose a Japanese author to gain alternate insight to the genre. 
Haruki Murakami’s work offered us an opportunity to be original and reflect upon how his text had 
a context with our focus of trauma and writing without taking into consideration the concept of 
nationality. Perhaps, choosing a piece of literature from Hispanic culture could have offered a 
diverse variety of material and criticism on the subject. This would have beneficial in terms of 
providing the project with nuances and perspective.  
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13.0 Source Criticism 
  
13.1 Main Source 
  
Super-frog saves Tokyo – By Haruki Murikami 
One of the major critiques toward Murakami and the chosen short-story is that his work is not solely rooted 
in the magic realist genre. One could interpret this as a weakness but on the contrary this source reflects the 
color facets of magic realism. The short story shows how magic realism can be mediated in many different 
manners. Consequently this short story was chosen because it portrays the magic realist elements in an 
independent mode and not as a fixed genre.  The work of Murakami presents an escape from the possible 
genre labeling of magic realism.  
 
13.2 Secondary Source 
 
Eugene Arva 
Eugene was a professor in English Literature at the University of Miami. He is currently an active 
member of various organizations among American Society for Aesthetics (ASA), and the Society 
for the Philosophic Study of Contemporary Visual Arts (SPSCVA). He is furthermore a creative 
writer and the author of the book “The traumatic Imagination: Histories of Violence in Magical 
Realist Fiction”. His concept trauma imagination is closely related to our own concept of traumatic 
inspiration. Furthermore he deals with some of the same issues, such as trauma theory, the function 
of magical realism and first and second hand experiences of trauma. 
With these features combined with his expertise gained from the work with similar topics and his 
achievements in English Literature he provides a base for theorizing about trauma as a form of 
inspiration.  
 
Maurizio Ascari 
Maurizio Ascari is a senior lecturer at University of Bologna, Italy, where he teaches English 
Literature. He has written numerous academic books including “The transcultural Novel: Literature 
of the Global Age”, which is employed in this project in an overall presentation of the authorship of 
Haruki Murakami. 
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Maggie Ann Bowers 
Maggie Ann Bowers is a professor in American and Canadian literature at the University of 
Antwerp, Belgium. In her book Magic(al) Realism she sets the genre of magical realism into a 
cultural context and gives an thoroughly description of how the term as evolved through time. 
 
Hans Cohn 
Hans Cohn was a member of The School of Psychotherapy and Counseling in Regent's College, 
London. He was a key figure in putting an existential-phenomenological approach in thinking and 
practice of group psychology. His works on Martin Heidegger, a German philosopher, have been 
noted and came close to his field of study. 
 
Mihaly Czikszentmihalyi 
Professor Mihaly Czikszentmihalyi is a Hungarian psychologist, the former head of the department 
of psychology at the University of Chicago and the main researcher in the field of the Flow theory. 
His main field of study is happiness and creativity, which led him into analyzing flow experience 
and to release the book “Flow: The Psychology of Optimal Experience” (1990). 
 
Thomas Flynn 
Thomas Flynn is Samuel Candler Dobbs Professor of Philosophy at Emory University. His field of 
research is contemporary continental (especially French) philosophy, aesthetics, social and 
political philosophy, and the theory of responsibility. In his book “Existentialism: A Very Short 
Introduction”, Flynn offers an account on existentialism and its most noted supporters, giving the 
history on it, which is needed in regards to the “Quality of Life” chapter. 
 
Mark Johnson 
Mark Johnson's book„The Body in the Mind: The Bodily Basis of Meaning, Imagination and 
Reason“ is mostly written to the philosophers in order to view human categorization and reasoning 
in terms of “experiential realism”. It concerns the nature of mind, which was relevant for this 
project in order to determine the mind in “The Flow Theory” chapter. 
 
David Stahl 
David C. Stahl is associate professor of Asian and Asian American Studies at Birmingham 
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University, New York. He has a Ph.D. in Japanese Literature and is the co-author of “Imag(in)ing 
the War in Japan: Representing and Responding to Trauma in Postwar Literature and Film”. 
The material of Stahl and Williams has been useful in this project in terms of investigating the 
relation between art, trauma and culture. 
 
Richard Stevens 
 
Richard Stevens is a senior lecturer at The Open University – he is also former Head of Department. 
Furthermore he is Vice-President of The Open University Psychological Society. He has published 
several books. His book “Understanding the Self” offers a broad range of theories and perceptions 
of the self in different sections divided and differentiated by the general assumptions about the self. 
He has been relevant in this project when considering the relation between society and individual, 
and the relation between individual, language and culture or nation. 
 
Maria Takolander 
Maria Takolander is herself a published creative writer as well as being an academic book author. 
She works as a lecturer in literary studies at Deakin University in Geelong, Victoria. Her book 
“Catching Butterflies”(2007) has offered us a modern view and definition of magical realism and 
has been helpful in terms of recognizing the techniques and elements in genre and furthermore how 
the genre differs from other art forms. 
 
Wladyslaw Tatarkiewicz 
Wladyslaw Tatarkiewicz was a Polish philosopher. One of his many fields of interests was 
happiness; his book “Analysis of Happiness” (1976) was used in this project in regards to the Flow 
Theory chapter, in order to define what happiness is. 
 
Mark Williams 
Mark Williams is professor in Japanese studies at the University of Leeds and co-author 
“Imag(in)ing the War in Japan: Representing and Responding to Trauma in Post-war Japanese 
Literature and Film”. He is currently on leave of absence from Leeds University, Leeds, in which 
period he is working as vice-president at Atika International University in Japan. 
The material of Stahl and Williams has been useful in this project in terms of investigating the 
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relation between art, trauma and culture. 
 
14.0 Further research 
 
In terms of investigating further into the field of writing it could be interesting to place Murakami in 
a Japanese cultural-historical context and try to understand how Murakami coheres with how 
trauma is 'traditionally' treated and expressed in Japan. 
It could also be interesting to do a paper on magical realism in a historical context – to see how, if at 
all, the genre has evolved since Franz Kafka 'invented' it. A comparative study of contemporary and 
'original' magical realism could indeed be interesting.  
Of course, there are also other art forms than literature that are used to express and inspired by 
trauma. It could be interesting to do a study about how trauma is expressed and used in for example 
painting and how painters are generally inspired, use their inspiration and how a particular form of 
inspiration is manifested in the complete painting. 
There is the choice conducting a study with focus on psychology – the major subject that we have 
delimited ourselves from in this paper. However, as is also recognized, psychology is the choice of 
focus for a paper on trauma and to a lesser extent inspiration due to the nature of these concepts. 
Flow theory, which we also use in this paper, was originally a psychological theory, and as such it 
would be relevant to do a study on how writing can 'heal' trauma and improve the psychological 
well-being of a person.  
Based on our results we found that working with the genre of magic realism generated a great deal 
of confusion concerning the presence of magic realism as either a genre or a mode. This suggests a 
need for a differentiated genre discussion; however we acknowledge that seeking to define a genre 
does not restrict the influence of the genre and the literary devices.  
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16.0 Appendix 
 
16. 1 Semester theme: Crisis 
 
Crisis is a recurring theme in the history of mankind. In fact, ever since the earliest days of our 
ancestors it could be argued that mankind has been, one way or another, in a state of perpetual 
crisis. Back when our ancestors lived in caves and huts made of animal hides, they were always in a 
kind of state of crisis because food was scarce and living conditions were harsh. As time passed, 
new crises arose, for instance in the form of food shortages due to a particularly bad harvest, wild 
game leaving the area, and later in the form of encounters with other groups of human beings, or 
even various deadly diseases. 
 
One might argue that the biggest crises in human history have been caused due to a clash between 
groups of people holding opposing beliefs. In the middle ages there were the great crusades and 
wars between Christians and Muslims. Later there was the invasion by the Mongols when they 
nearly overran all of Europe. Later still there was the French Revolution – one of the most 
important and disruptive crisis in early modern history. There were the two Great Wars of the early 
20th century and the Cold War as the result of the last of Great Wars. In the recent years, however, 
there has been increasingly more talk of a near global financial crisis, not to the mention the 
looming and deeply debated global warming. 
  
However, as prevalent a theme as crisis has been throughout the history of mankind, one could also 
easily argue that crisis has been a major propellant of the progress of human civilization – each time 
there has been a crisis in the history of mankind, however severe it has been, we have come out 
wiser and sometimes even with the readiness to develop new technologies. One might suggest that 
the human race thrives when opposed and put under pressure by its surroundings. Some of the 
biggest technological steps forward, for example, have been made because people of a certain 
country had been in fierce competition with opposing forces. The list of such cases is endless, to say 
the very least.  
As a general theme, “Crisis” fits this project very well: the intention of this paper is to investigate 
whether a trauma, personal or societal, can serve as a source of inspiration for writers. For many 
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writers it would seem that a crisis certainly has served as inspiration for whatever subject the writer 
decided to write about. The famous Danish existential philosopher Søren Kierkegaard, for example, 
went through a life-long existential crisis which served to fuel his desire and need to write. The 
same can be said of Virginia Woolf, who was known for her battles with her mental troubles and a 
difficult inner life. However, writers may also use crisis within a society as a source of inspiration 
and a fuel for their writing process. In this manner, the subject author of this paper, the Japanese 
writer Haruki Murakami, has used an earthquake as his inspiration for writing.  
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16.2 Haruki Murakami’s Super-Frog saves Tokyo 
 
“Super-Frog Saves Tokyo” 
by MURAKAMI Haruki 
translated by Jay Rubin 
 
Katagiri found a giant frog waiting for him in his apartment. It was powerfully built, 
standing over six feet tall on its hind legs. A skinny little man no more than five foot three, Katagiri 
was overwhelmed by the frog’s imposing bulk. 
“Call me ‘Frog,’” said the frog in a clear, strong voice. 
Katagiri stood rooted in the doorway, unable to speak. 
“Don’t be afraid. I’m not here to hurt you. Just come and close the door. Please.” 
Briefcase in his right hand, grocery bag with fresh vegetables and canned salmon cradled in 
his left arm, Katagiri didn’t dare move. 
“Please, Mr. Katagiri, hurry and close the door, and take off your shoes.” 
The sound of his own name helped Katagiri to snap out of it. He closed the door as ordered, 
set the grocery bag on the raised wooden floor, pinned the briefcase under one arm and untied his 
shoes. Frog gestured for him to take a seat at the kitchen table, which he did. 
“I must apologize, Mr. Katagiri, for having barged in while you were out,” Frog said. “I 
knew it would be a shock for you to find me here. I but had no choice. How about a cup of tea? I 
thought you would be coming home soon, so I boiled some water.” 
Katagiri still had his briefcase jammed under his arm. Somebody’s playing a joke on me, he 
thought. Somebody’s rigged himself up in this huge frog costume just to have fun with me. But he 
knew, as he watched Frog pour boiling water into the teapot, humming all the while, that these had 
to be the limbs and movements of a real frog. Frog set a cup of green tea in front of Katagiri and 
poured another one for himself. 
Sipping his tea, Frog asked, “Calming down?” 
But still Katagiri could not speak. 
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“I know I should have made an appointment to visit you, Mr. . Katagiri. I am fully aware of 
the proprieties. Anyone would be shocked to find a big frog waiting for him at home. But an urgent 
matter brings me here. Please forgive me.” 
“Urgent matter?” Katagiri managed to produce words at last. 
“Yes, indeed,” Frog said. “Why else would I take the liberty of barging into a person’s 
home? Such discourtesy is not my customary style.” 
“Does this ‘matter’ have something to do with me?” 
“Yes and no.” Frog said with a tilt of the head. “ No and yes.” 
I’ve got to get a grip on myself thought Katagiri. “Do you mind if I smoke?” 
“Not at all, not at all,” Frog said with a smile. “It’s your home. You don’t have to ask my 
permission. Smoke and drink as much as you like. I myself am not a smoker, but I can hardly 
impose my distaste for tobacco on others in their own homes.” 
Katagiri pulled a pack of cigarettes from his coat pocket and struck a march. He saw his 
hand trembling as he lit up. Seated opposite him, Frog seemed to he studying his every movement. 
“You don’t happen to be connected with some kind of gang by any chance?” Katagiri found 
the courage to ask. 
“Ha ha ha ha ha ha! What a wonderful sense of humor you have, Mr. Katagiri!” Frog said, 
slapping his webbed hand against his thigh. “There may be a shortage of skilled labor, but what 
gang is going to hire a frog to do their dirty work? They’d be made a laughingstock.” 
“Well, if you’re here to negotiate a repayment, you’re wasting your time. I have no authority 
to make such decisions. Only my superiors can do that, I just follow orders. I can’t do a thing for 
you.” 
“Please, Mr. Katagiri,” Frog said, raising one webbed finger. “I have not come here on such 
petty business. I am fully aware that you are Assistant Chief of the lending division of the Shinjuku 
branch of the Tokyo Security Trust Bank. But my visit has nothing to do with the repayment of 
loans. I have come here to save Tokyo from destruction.” 
Katagiri scanned the room for a hidden TV camera in case he was being made the burr of 
some huge, terrible joke. But there was no camera. It was a small apartment. There was no place for 
anyone to hide. 
“No,” Frog said. “We are the only ones here. I know you are thinking that I must be mad or 
that you are having some kind of dream, but I am not crazy and you are not dreaming. This is 
absolutely, positively serious.” 
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“To tell you the truth, Mr. . Frog--.” 
“Please,” Frog said, raising one finger again. “Call me ‘Frog’.” 
“To tell you the truth, Frog,” Katagiri said, “I can’t quite understand what is going on here 
It’s not that I don’t trust you, but I don’t seem to be able to grasp the situation exactly. Do you mind 
if I ask you a question or two?” 
“Not at all, not at all,” Frog said. “Mutual understanding is of critical importance. There are 
those who say that ‘understanding’ is merely the sum total of our misunderstandings, and while I do 
find this view interesting in its own way, I am afraid we have no time to spare on pleasant 
digressions. The best thing would be for us to achieve mutual understanding via the shortest 
possible route. Therefore, by all means, ask as many questions as you wish.” 
“Now; you are a real frog, am I right?” 
“Yes, of course, as you can see. A real frog is exactly what I am. A product neither of 
metaphor nor allusion nor deconstruction nor sampling nor any other such complex process, I am a 
genuine frog. Shall I croak for you?” 
Frog tilted back his head and flexed the muscles of his huge throat Ribit, Ri-i-i-bit, Ribit 
ribit ribit Ribit Ribit Ri-i-i bit. His gigantic croaks rattled the pictures hanging on the walls. 
“Fine, I see, I see!” Katagiri said, worried about the thin walls of the cheap apartment house 
in which he lived. “That’s great. You are, without question a real frog.” 
“One might also say that I am the sum total of all frogs. Nonetheless, this does nothing to 
change the fact that I am a frog. Anyone claiming that I am not a frog would be a dirty liar. I would 
smash such a person to bits!” 
Katagiri nodded. Hoping to calm himself, he picked up his cup and swallowed a mouthful of 
tea. “You said before that you have come here to save Tokyo from destruction?” 
“That is what I said.” 
“What kind of destruction?” 
“Earthquake,” Frog said with the utmost gravity. 
Mouth dropping open, Katagiri looked at Frog. And Frog, saying nothing, looked at 
Katagiri. They went on staring at each other like this for some time. Next it was Frog’s turn to open 
his mouth. 
“A very, very big earthquake. It is set to strike Tokyo at 8:30 A.M. on February 18. Three 
days from now. A much bigger earthquake than the one that struck Kobe last month. The number of 
dead from such a quake would probably exceed 150,000—mostly from accidents involving the 
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commuter system: derailments, falling vehicles, crashes, the collapse of elevated expressways and 
rail lines, the crushing of subways, the explosion of tanker trucks. Buildings will be transformed 
into piles of rubble, their inhabitants crushed to death. Fires everywhere, the road system in a stare 
of collapse, ambulances and fire trucks useless, people just lying there, dying. One hundred and 
fifty thousand of them! Pure hell. People will be made to realize what a fragile condition the 
intensive collectivity known as ‘city’ really is.” Frog said this with a gentle shake of the bead. “The 
epicenter will be close to the Shinjuku ward office.” 
“Close to the Shinjuku ward office?” 
“To be precise, it will hit directly beneath the Shinjuku branch of the Tokyo Security Trust 
Bank.” 
A heavy silence followed. 
“And you,” Katagiri said, “are planning to stop this earthquake?” 
“Exactly” Frog said, nodding. “That is exactly what I propose to do. You and I will go 
underground beneath the Shinjuku branch of the Tokyo Security Trust Bank to do mortal combat 
with Worm.” 
 
* * * * * * 
As a member of the Trust Bank lending division, Katagiri had fought his way through many 
a battle. He had weathered sixteen years of daily combat since the day he graduated from the 
university and joined the bank’s staff. He was, in a word, a collection officer-- a post that won him 
little popularity. Everyone in his division preferred to make loans, especially at the time of the 
bubble. They had so much money in those days that almost any likely piece of collateral--be it land 
or stock--was enough to convince loan officers to give away whatever they were asked for, the 
bigger the loan the better their reputations in the company. Some loans, though, never made it back 
to the bank: They got “stuck to the bottom of the pan.” It was Katagiri’s job to take care of those. 
And when the bubble burst, the work piled on. First stock prices fell, and then land values, and 
collateral lost all significance. “Get out there,” his boss commanded him, “and squeeze whatever 
you can out of them.” 
The Kabukicho neighborhood of Shinjuku was a labyrinth of violence: old-time gangsters, 
Korean mobsters, Chinese Mafia, guns and drugs, money flowing beneath the surface from one 
murky den to another, people vanishing every now and then like puffs of smoke. Plunging into 
Kabukicho to collect a bad debt, Katagiri had been surrounded more than once by mobsters 
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threatening to kill him, but he had never been frightened. What good would it have done them to 
kill one man running around for the bank? They could stab him if they wanted to. They could beat 
him up. He was perfect for the job: no wife, no kids, both parents dead, a brother and sister he had 
put through college married off. So what if they killed him? It wouldn’t change anything for 
anybody—least of all for Katagiri himself. 
It was not Katagiri but the thugs surrounding him who got nervous when they saw him so 
calm and cool. He soon earned a kind of reputation in their world as a tough guy. Now, though, the 
tough Katagiri was at a total loss. What the hell was this frog talking about? 
“Worm? Who is Worm?” he asked with some hesitation. 
“Worm lives underground. He is a gigantic worm. When he gets angry, he causes 
earthquakes,” Frog said. “And right now he is very, very angry.” 
“What is he angry about?” Katagiri asked. 
“I have no idea,” Frog said. “Nobody knows what Worm is thinking inside that murky head 
of his. Few have ever seen him. He is usually asleep. That’s what he really likes to do: take long, 
long naps. He goes on sleeping for years—decades—in the warmth and darkness underground. His 
eyes, as you might imagine, have atrophied, his brain has turned to jelly as he sleeps. If you ask me, 
I’d guess he probably isn’t thinking anything at all, just lying there and feeling every little rumble 
and reverberation that comes his way, absorbing them into his body and storing them up. And then, 
through some kind of chemical process, he replaces most of them with rage. Why this happens I 
have no idea. I could never explain it.” 
Frog fell silent watching Katagiri and waiting until his words had sunk in. Then he went on: 
“Please don’t misunderstand me, though. I feel no personal animosity toward Worm. I don’t see 
him as the embodiment of evil. Not that I would want to be his friend, either: I just think that as far 
as the world is concerned, it is, in a sense, all right for a being like him to exist. The world is like a 
great big overcoat, and it needs pockets of various shapes and sizes. But right at the moment, Worm 
has reached the point where he is too dangerous to ignore. With all the different kinds of hatred he 
has absorbed and stored inside himself over the years, his heart and body have swollen to 
gargantuan proportions—bigger than ever before. And to make matters worse, last month’s Kobe 
earthquake shook him out of the deep sleep he was enjoying. He experienced a revelation inspired 
by his profound rage: It was time now for him, too, to cause a massive earthquake, and he’d do it 
here, in Tokyo. I know what I’m talking about, Mr. Katagiri: I have received reliable information on 
the timing and scale of the earthquake from some of my best bug friends.” 
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Frog snapped his mouth shut and closed his round eyes in apparent fatigue. 
“So what you’re saying is,” Katagiri said, “that you and I have to go underground together 
and fight Worm to stop the earthquake.” 
“Exactly.” 
Katagiri reached for his cup of tea, picked it up and put it back. “I still don’t get it,” he said. 
“Why did you choose me to go with you?” 
Frog looked straight into Katagiri’s eyes and said “I have always had the profoundest 
respect for you, Mr. Katagiri. For sixteen long years, you have silently accepted the most 
dangerous, least glamorous assignments—the jobs that others have avoided—and you have carried 
them off beautifully. I know full well how difficult this has been for you, and I do not believe that 
either your superiors or your colleagues properly appreciate your accomplishments. They are blind, 
the whole lot of them. But you, unappreciated and unpromoted, have never once complained. 
“Nor is it simply a matter of your work. After your parents died you raised your teenage 
brother and sister single-handedly, put them through college and even arranged for them to marry, 
all at great sacrifice of your time and income, and at the expense of your own marriage prospects. In 
spite of this, your brother and sister have never once expressed gratitude for your efforts on their 
behalf. Far from it. They have shown you no respect and acted with the most callous disregard for 
your loving kindness. In my opinion, their behavior is unconscionable. I almost wish I could beat 
them to a pulp on your behalf. But you, meanwhile, show no trace of anger. 
“To be quite honest, Mr. Katagiri, you are nothing much to look at, and you are far from 
eloquent, so you tend to be looked down upon by those around you. I, however, can see what a 
sensible and courageous man you are. In all of Tokyo, with its teeming millions, there is no one else 
I could trust as much as you to fight by my side.” 
“Tell me, Mr. Frog,” Katagiri said. 
“Please,” Frog said, raising one finger again. “Call me ‘Frog’.” 
“Tell me, Frog,” Katagiri said, “how do you know so much about me?” 
‘Well, Mr. Katagiri, I have not been frogging all these years for nothing. I keep my eye on 
the important things in life.” 
“But still, Frog,” Katagiri said. “I’m not particularly strong, and I don’t know anything 
about what’s happening underground. I don’t have the kind of muscle it will take to fight Worm in 
the darkness. I’m sure you can find somebody a lot stronger than me—a man who does karate, say, 
or a Self-Defense Forces commando.” 
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Frog rolled his large eyes. “Tell you the truth, Mr. Katagiri,” he said, “I’m the one who will 
do all the fighting. But I can’t do it alone. This is the key thing: I need your courage and your 
passion for justice. I need you to stand behind me and say, ‘Way to go, Frog! You’re doing great! I 
know you can win! You’re fighting the good fight!’” 
Frog opened his arms wide, then slapped his webbed hands down on his knees again. 
“In all honesty, Mr. Katagiri, the thought of fighting Worm in the dark frightens me, too. 
For many years I lived as a pacifist, loving art, living with nature. Fighting is not something I like to 
do. I do it because I have to. And this particular fight will be a fierce one; that is certain. I may not 
return from it alive. I may lose a limb or two in the process. But I cannot—I will not-run away. As 
Nietzsche said, the highest wisdom is to have no fear. What I want from you, Mr. Katagiri, is for 
you to share your simple courage with me, to support me with your whole heart as a true friend. Do 
you understand what I am trying to tell you?” 
None of this made any sense to Katagiri, but still he felt that—unreal as it sounded—he 
could believe whatever Frog said to him. Something about Frog—the look on his face, the way he 
spoke—had a simple honesty that appealed directly to the heart. After years of work in the toughest 
division of the Security Trust Bank, Katagiri possessed the ability to sense such things. It was all 
but second nature to him. 
“I know this must be difficult for you, Mr. Katagiri. A huge frog comes barging into your 
place and asks you to believe all these outlandish things. Your reaction is perfectly natural. And so I 
intend to provide you with proof that I exist. Tell me, Mr. Katagiri: you have been having a great 
deal of trouble recovering a loan the bank made to Big Bear Trading, have you not?” 
“That’s true,” Katagiri said. 
“Well, they have a number of extortionist working behind the scenes, and those individuals 
are mixed up with the mobsters. They’re scheming to make the company go bankrupt and get out of 
its debts. Your bank’s loan officer shoved a pile of cash at them without a decent background 
check, and, as usual, the one who’s left to clean up after him is you, Mr. Katagiri. But you’re having 
a hard time sinking your teeth into these fellows: They’re no pushovers. And there may be a 
powerful politician backing them up. They’re into you for 700 million. That is the situation you are 
dealing with, am I right?” 
“You certainly are.” 
Frog stretched his arms out wide, his big green webs opening like pale wings. “Don’t worry, 
Mr. Katagiri. Leave everything to me. By tomorrow morning, old Frog will have your problems 
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solved. Relax and have a good night’s sleep.” 
With a big smile on his face, Frog stood up. Then, flattening himself like a dried squid, he 
slipped out through the gap at the side of the closed door, leaving Katagiri all alone. The two 
teacups on the kitchen table were the only indication that Frog had ever been in Katagiri’s 
apartment. 
 
* * * * * * 
The moment Katagiri arrived at work the next morning at nine, the phone on his desk rang. 
“Mr. Katagiri,” said a man’s voice. It was cold and businesslike. “My name is Shiraoka. I’m 
an attorney with the Big Bear case. I received a call from my client this morning with regard to the 
pending loan matter. He wants you to know that he will take full responsibility for returning the 
entire amount requested, by the due date. He will also give you a signed memorandum to that effect. 
His only request is that you do not send Frog to his home again. I repeat: He wants you to ask Frog 
never to visit his home again. I’m not entirely sure what this is supposed to mean, but I believe it 
should be clear to you, Mr. Katagiri. Am I correct?” 
“You are indeed.” Katagiri said. 
“You will be kind enough to convey my message to Frog, I trust.” 
“That I will do. Your client will never see Frog again.” 
“Thank you very much. I will prepare the memorandum for you by tomorrow.” 
“I appreciate it,” Katagiri said. 
The connection was cut. 
Frog visited Katagiri in his Trust Bank office at lunchtime. “I assume that Big Bear case is 
working out well for you?” 
Katagiri glanced around uneasily. 
“Don’t worry,” Frog said. “You are the only one who can see me. But now I am sure you 
realize I actually exist. I am not a product of your imagination. I can take action and produce 
results. I am a living being.” 
“Tell me, Mr. Frog,” Katagiri said. 
“Please,” Frog said, raising one finger, “call me ‘Frog.’” 
“Tell me, Frog,” Katagiri said. “What did you do to them?” 
“Oh, nothing much,” Frog said. “Nothing much more complicated than boiling Brussels 
sprouts. I just gave them a little scare. A touch of psychological terror. As Joseph Conrad once 
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wrote, true terror is the kind that men feel toward their imagination. But never mind that, Mr. . . 
Katagiri. Tell me about the Big Bear case. It is working out well, I assume?” 
Katagiri nodded and lit a cigarette. “Seems to be.” 
“So, then, have I succeeded in gaining your trust with regard to the matter I broached to you 
last night? Will you join me to fight against Worm?” 
Sighing, Katagiri removed his glasses and wiped them. “To tell you the truth, I am not too 
crazy about the idea, but I don’t suppose that’s enough to get me out of it.” 
“No,” Frog said. “It is a matter of responsibility and honor. You may not be ‘too crazy’ 
about the idea, but we have no choice: You and I must go underground and face Worm. If we 
should happen to lose our lives in the process, we will gain no one’s sympathy. And even if we 
manage to defeat Worm, no one will praise us. No one will ever know that such a battle even raged 
far beneath their feet. Only you and I will know, Mr. Katagiri. However it turns out, ours will be a 
lonely battle.” 
Katagiri looked at his own hand for a while, then watched the smoke rising from his 
cigarette. Finally, he spoke. “You know Mr. Frog, I’m just an ordinary person.” 
“Make that ‘Frog,’ please,” Frog said, but Katagiri let it go. 
“I’m an absolutely ordinary guy. Less than ordinary. I’m going bald, I’m getting a potbelly, 
I turned 40 last month. My feet are flat. The doctor told me recently that I have diabetic tendencies. 
It’s been three months or more since I last slept with a woman—and I had to pay for it. I do get 
some recognition within the division for my ability to collect on loans, but no real respect. I don’t 
have a single person who likes me, either at work or in my private life. I don’t know how to talk to 
people, and I’m bad with strangers, so I never make friends. I have no athletic ability, I’m tone-
deaf, short, phimotic, nearsighted—and astigmatic. I live a horrible life. All I do is eat, s1eep and 
shit. I don’t know why I’m even living. Why should a person like me have to be the one to save 
Tokyo?” 
“Because, Mr.. Katagiri, Tokyo can only be saved by a person like you. And it’s for people 
like you that I am tying to save Tokyo.” 
Katagiri sighed again, more deeply this time. “All right, then, what do you want me to do?” 
 
* * * * * * 
Frog told Katagiri his plan. They would go underground on the night of February 17 (one 
day before the earthquake was scheduled to happen). Their way in would be through the basement 
87 
 
boiler room of the Shinjuku branch of the Tokyo Security Trust Bank. They would meet there late 
at night (Katagiri would stay in the building on the pretext of working overtime). Behind a section 
of wall was a vertical shaft, and they would find Worm at the bottom by climbing down a 150-foot 
rope ladder. 
“Do you have a battle plan in mind?” Katagiri asked. 
“Of course I do. We would have no hope of defeating an enemy like Worm without a battle 
plan. He is a slimy creature: You can’t tell his mouth from his anus. And he is as big as a commuter 
train.” 
“What is your battle plan?” 
After a thoughtful pause Frog answered, “Hmm, what is it they say—’Silence is golden?” 
“You mean I shouldn’t ask?” 
“That’s one way of putting it.” 
“What if I get scared at the last minute and run away? Whet would you do then, Mr. Frog?” 
“‘Frog’.” 
“Frog. What would you do then?” 
Frog thought about this awhile and answered, “I would fight on alone. My chances of 
beating him by myself are perhaps just slightly better than Anna Karenina’s chances of beating that 
speeding locomotive. Have you read Anna Karenina, Mr.. Katagiri?” 
When he heard that Katagiri had not read the novel, Frog gave him a look as if to say “What 
a shame.” Apparently, Frog was very fond of Anna Karenina. 
“Still, Mr. Katagiri, I do not believe that you will leave me to fight alone. I can tell. It’s a 
question of balls—which, unfortunately, I do not happen to possess. Ha ha ha ha.” Frog laughed 
with his mouth wide open. Balls were not all that Frog lacked. He had no teeth either. 
 
* * * * * * 
Unexpected things do happen, however. 
Katagiri was shot on the evening of February 17. He had finished his rounds for the day and 
was walking down the street in Shinjuku on his way back to the Trust Bank when a young man in a 
leather jacket leaped in front of him. The man’s face was a blank, and be gripped a small black gun 
in one hand. The gun was so small and so black that it hardly looked real. Katagiri stared at the 
object in the man’s hand, not registering the fact that it was aimed at him and that the man was 
pulling the trigger. It all happened too quickly: It didn’t make sense to him. But the gun, in fact, 
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went off. 
Katagiri saw the barrel jerk in the air and, at the same moment, felt an impact as though 
someone had struck his right shoulder with a sledgehammer. He felt no pain, but the blow sent him 
sprawling on the sidewalk. The leather briefcase in his right hand went flying in the other direction. 
The man aimed the gun at him again. A second shot rang out. A small eatery’s sidewalk signboard 
exploded before his eyes. He heard people screaming. His glasses had flown off, and everything 
was a blur. He was vaguely aware that the man was approaching with the pistol pointed at him. I’m 
going to die, he thought. Frog had said that true terror is the kind men feel toward their imagination. 
Katagiri cut the switch of his imagination and sank into a weightless silence. 
 
* * * * * * 
When he woke up, he was in bed. He opened one eye, took a moment to survey his 
surroundings and then opened the other eye. The first thing that entered his field of vision was a 
metal stand by the head of the bed and an intravenous feeding tube that stretched from the stand to 
where he lay. Next he saw a nurse dressed in white. He realized he was lying on his back on a hard 
bed and wearing some strange piece of clothing under which he seemed to be naked. 
Oh yeah, he thought, I was walking along the sidewalk when some guy shot me. Probably in 
the shoulder. The right one. He relived the scene in his mind. When he remembered the small black 
gun in the young man’s hand, his heart made a disturbing thump. The sons of bitches were trying to 
kill me! he thought. But it looks as if I made it through OK. My memory is fine. I don’t have any 
pain. And not just pain: I don’t have any feeling at all. I can’t lift my arm….. 
The hospital room had no windows. He could not tell whether it was day or night. He had 
been shot just before five in the evening. How much time had passed since then? Had the hour of 
his nighttime rendezvous with Frog gone by? Katagiri searched the room for a clock, but without 
his glasses he could see nothing at a distance. 
“Excuse me,” he called to the nurse. 
“Oh, good. You’re finally awake,” the nurse said. 
“What time is it?” 
She glanced at her watch. 
“Nine-fifteen.” 
“P.M.?” 
“Don’t be silly; it’s morning!” 
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“Nine-fifteen A.M.?” Katagiri groaned, barely managing to lift his head from the pillow. 
The ragged noise that emerged from his throat sounded like someone else’s voice. “Nine-fifteen 
A.M. on February 18?” 
“Right,” the nurse said, lifting her arm once more to check the date on her digital watch. 
“Today is February 18, 1995.” 
“Wasn’t there a big earthquake in Tokyo this morning?” 
“In Tokyo?” 
“In Tokyo.” 
The nurse shook her head. “Not as far as I know.” 
He breathed a sigh of relief. Whatever had happened, the earthquake at least had been 
averted. 
“How’s my wound doing?” 
“Your wound?” she asked. “What wound?” 
“Where I was shot.” 
“Shot?” 
“Yeah, near the entrance to the Trust Bank. Some young guy shot me. In the right shoulder, 
I think.” 
The nurse flashed a nervous smile in his direction. “I’m sorry, Mr. Katagiri, but you haven’t 
been shot.” 
“I haven’t? Are you sure?” 
“As sure as I am that there was no earthquake this morning.” 
Katagiri was stunned. “Then what the hell am I doing in a hospital?” 
“Somebody found you lying in the street, unconscious. In the Kabukicho neighborhood of 
Shinjuku. You didn’t have any external wounds. You were just out cold. And we still haven’t 
figured out why. The doctor’s going to be here soon. You’d better talk to him.” 
Lying in the street unconscious? Katagiri was sure he had seen the pistol go off, aimed at 
him. He took a deep breath and tried to get his head straight. He would start by putting all the facts 
in order. 
“What you’re telling me is, I’ve been lying in this hospital bed, unconscious, since early 
evening yesterday, is that right?” 
“Right,” the nurse said. “And you had a really bad night, Mr. Katagiri. You must have had 
some awful nightmares. I heard you yelling, ‘Frog! Hey, Frog!’ You did it a lot. You have a friend 
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nicknamed Frog?” 
Katagiri closed his eyes and listened to the slow, rhythmic beating of his heart as it ticked 
off the minutes of his life. How much of what he remembered had actually happened and how much 
was hallucination? Did Frog really exist, and had Frog fought with Worm to put a stop to the 
earthquake? Or had that just been part of a long dream? Katagiri had no idea what was true 
anymore. 
 
* * * * * * 
Frog came to his hospital room that night. Katagiri awoke to find him in the dim light, 
sitting on a steel folding chair, his back against the wall. Frog’s big, bulging eyelids were closed in 
straight slits.  
“Frog,” Katagiri called out to him. 
Frog slowly opened his eyes. His big white stomach swelled and shrank with his breathing. 
“I meant to meet you in the boiler room at night the way I promised,” Katagiri said, “but I had an 
accident in the evening--something totally unexpected--and they brought me here.” 
Frog gave his head a slight shake. “I know. It’s OK. Don’t worry. You were a great help to 
me in my fight, Mr. Katagiri.” 
“I was?” 
“Yes, you were. You did a great job in your dreams. That’s what made it possible for me to 
fight Worm to the finish. I have you to thank for my victory.” 
“I don’t get it,” Katagiri said. “I was unconscious the whole time. They were feeding me 
intravenously. I don’t remember doing anything in my dream.” 
“That’s fine, Mr. Katagiri. It’s better that you don’t remember. The whole terrible fight 
occurred in the area of imagination. That is the precise location of our battlefield. It is there that we 
experience our victories and our defeats. Each and every on of us is a being of limited duration: All 
of us eventually go down to defeat. But as Ernest Hemingway saw so clearly, the ultimate value of 
our lives is decided not by how we win but by how we lose. You and I together, Mr. Katagiri, were 
able to prevent the annihilation of Tokyo. We saved 150,000 people from the jaws of death. No one 
realizes it, but that is what we accomplished.” 
“How did we manage to defeat Worm? And what did I do?” 
“We gave everything we had in a fight to the bitter end. We--” Frog snapped his mouth shut 
and took one great breath. “We used every weapon we could get our hands on, Mr. Katagiri. We 
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used all the courage we could muster. Darkness was our enemy’s ally. You brought in a foot-
powered generator and used every ounce of your strength to fill the place with light. Worm tried to 
frighten you away with phantoms of the darkness, but you stood your ground. Darkness vied with 
light in a horrific battle, and in the light I grappled with the monstrous Worm. He coiled himself 
around me and bathed me in his horrid slime. I tore him to shreds, but still he refused to die. All he 
did was divide into smaller pieces. And then...” 
Frog fell silent, but soon, as if dredging up his last ounce of strength, he began to speak 
again. “Fyodor Dostoevsky, with unparalleled tenderness, depicted those who have been forsaken 
by God. He discovered the precious quality of human existence in the ghastly paradox whereby men 
who have invented God were forsaken by that very God. Fighting with Worm in the darkness, I 
found myself thinking of Dotoevsky’s ‘White Knights.’ I...” Frog’s words seemed to founder. “Mr. 
Katagiri, do you mind if I take a brief nap? I am utterly exhausted.” 
“Please,” Katagiri said. “Take a good, deep sleep.” 
“I was finally unable to defeat Worm,” Frog said, closing his eyes. “I did manage to stop the 
earthquake, but I was only able to carry our battle to a draw. I inflicted injury on him, and he on me. 
But to tell you the truth, Mr. Katagiri...” 
“What is it, Frog?” 
“I am, indeed, pure Frog, but at the same time I am a thing that stands for a world of un-
Frog.” 
“Hmm, I don’t get that at all.” 
“Neither do I,” Frog said, his eyes still closed. “It’s just a feeling I have. What you see with 
your eyes is not necessarily real. My enemy is, among other things, the me inside me. Inside me is 
the un-me. My brain is growing murky. The locomotive is coming. But I really want you to 
understand what I am saying, Mr. Katagiri.” 
“You’re tired, Frog. Go to sleep. You’ll get better.” 
“I am slowly returning to the murk, Mr. Katagiri. And yet...I...” 
Frog lost his grasp on words and slipped into a coma. His arms hung down almost to the 
floor, and his big, wide mouth drooped open. Straining to focus his eyes, Katagiri was able to make 
out deep cuts covering Frog’s entire body. Discolored streaks ran through his skin, and there was a 
sunken spot on his head where the flesh had been torn away. 
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Katagiri stared long and hard at Frog, who sat there now wrapped in the thick cloak of sleep. 
As soon as I get out of this hospital, he thought, I’ll buy Anna Karenina and “White Nights” and 
read them both. Then I’ll have a nice, long literary discussion about them with Frog. 
Before long, Frog began to twitch all over. Katagiri assumed at first that these were just 
normal involuntary movements in sleep, but he soon realized his mistake. There was something 
unnatural about the way Frog’s body went on jerking, like a big doll being shaken by someone from 
behind. Katagiri held his breath and watched. He wanted to run over to Frog, but his own body 
remained paralyzed. 
After a while, a big lump formed over Frog’s right eye. The same kind of huge, ugly boil 
broke out on Frog’s shoulder and side and then over his whole body. Katagiri could not imagine 
what was happening to Frog. He stared at the spectacle, barely breathing. 
Then, all of a sudden, one of the boils burst with a loud pop. The skin flew off, and a sticky 
liquid oozed out, sending a horrible smell across the room. The rest of the boils started popping, one 
after another, twenty or thirty in all, flinging skin and fluid onto the walls. The sickening, 
unbearable smell filled the hospital room. Big black holes were left on Frog’s body where the boils 
had burst, and wriggling, maggot-like worms of all shapes and sizes came crawling out. Puffy white 
maggots. After them emerged some kind of small, centipede-like creatures, whose hundreds of legs 
made a creepy rustling sound. An endless stream of these things came crawling out of the holes. 
Frog’s body--or the thing that had once been Frog’s body--was totally covered by these creatures of 
the night. His two big eyeballs fell from their sockets onto the floor, where they were devoured by 
black bugs with strong jaws. Crowds of slimy worms raced each other up the walls to the ceiling, 
where they covered the fluorescent lights and burrowed into the smoke alarm. 
The floor, too, was covered with worms and bugs. They climbed up the lamp and blocked 
the light, and, of course, they crept onto Katagiri’s bed. Hundreds of them came burrowing under 
the covers. They crawled up his legs, under his bed gown, between his thighs. The smallest worms 
and maggots crawled inside his anus and ears and nostrils. Centipedes pried open his mouth and 
crawled inside, one after another. Filled with an intense despair, Katagiri screamed. 
Someone snapped a switch and light filled the room. 
“Mr. Katagiri!” called the nurse. Katagiri opened his eyes to the light. His body was soaked 
in sweat. The bugs were gone. All they had left behind in him was a horrible, slimy sensation. 
“Another bad dream, eh? Poor dear.” With quick, efficient movements, the nurse readied an 
injection and stabbed the needle into his arm. 
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He took a long, deep breath and let it out. His heart was expanding and contracting 
violently. 
“What were you dreaming about?” 
Katagiri was having trouble differentiating dream from reality. “What you see with your 
eyes is not necessarily real,” he told himself aloud. 
“That’s so true,” the nurse said with a smile. “Especially where those dreams are 
concerned.” 
“Frog,” he murmured. 
“Did something happen to Frog?” she asked. 
“He saved Tokyo from being destroyed by an earthquake. All by himself.” 
“That’s nice,” the nurse said, replacing his near-empty intravenous-feeding bottle with a 
new one. “We don’t need any more awful things happening in Tokyo. We have plenty already.” 
“But it cost him his life. He’s gone. I think he went back to the murk. He’ll never come here 
again.” 
Smiling, the nurse toweled the sweat from his forehead. “You were very fond of Frog, 
weren’t you, Katagiri?” 
“Locomotive,” Katagiri mumbled. “More than anybody.” Then he closed his eyes and sank 
into a restful, dreamless sleep. 
 
 
 
 
 
